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The primary intent of this thesis is to discuss an aspect of Hughes' 
works that, heretofore, has been inadequately treated, the significance 
of black women in Hughes' poetry and short fiction. An analysis of this 
aspect of Hughes' works reveals four major categories or types, the 
Negro mother, the Negro prostitute, the love lorn, and black females who 
express distinct views on race pride. An attempt has been made to describe 
and analyze the physical appearance, behavior, attitudes, motives, and 
social awareness of the four major types. 
The study reveals the following characteristics about each of the 
types* The Negro mother represents the strong matriarchal figure; the 
Negro prostitute is a product and victim of a racist American society; the 
love lorn are victims of their own gullibility and vulnerability; and, the 
black females who express their views on racial pride represent a strong 
sense of race identity. With the exception of the "love lorn" category, 
all of the women are portrayed sympathetically by Langston Hughes. 
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Langston Hughes has been called Poet of the People, Blues Poet, Poet 
of Harlem, Protest Poet, Proletarian Poet, Folk Poet, and Jazz Poet. Carl 
Van Vechten, who Introduced Hughes to his life time publishers, Alfred A. 
Knopf, coined the title, “Poet Laureate of the Negro People.“ While all 
of these titles may apply to Langston Hughes' literary works, the writer 
of this paper believes he could with equal justification be called a spokes¬ 
man for Negro women. 
The author of this study intends to prove that the subject of Negro 
women can be seen as a dominant motif in Langston Hughes' poetry and short 
fiction. Hughes deals with three broad types, the Negro prostitute, the 
Negro mother, and the “love lorn," the woman who has no binding or legal 
ties other than the love of her man. 
Langston Hughes' form and style, a language and diction, themes and 
motifs and subject matter have been widely discussed by his reviewers and 
critics. The most often quoted passages about Hughes' philosophy of what 
the Negro poets' role should be and the subject matter he should deal with 
are usually taken from “The Negro Artist and the Racial Mountain." This 
article was originally written In 1926 by Langston Hughes and has been 
reprinted in numerous periodicals and anthologies. This essay accounts 
largely for Hughes' treatment of what some critics term the “common man," 
the folk culture of the Negro, and Hughes' jazz and blues poetry. This 
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essay appears to be Hughes' manifesto for writing. It is important to 
examine this article and some other statements by Langston Hughes in order 
to understand the intent and the focus of his work. 
Langston Hughes believed that from within his own race the Negro 
artist would find an abundance of suitable material from which to write 
from. To Hughes» the poet who wanted to be known as a poet rather than a 
Negro poet was running away from himself. The poet who belonged to the 
Negro race and denied or ignored his heritage and what he really was in 
his speech» physical features» dress MANnerisms» would never become a "great 
poet." The future greatness of Negro artists» according to Hughes» would 
depend on the artist's acceptance of himself and his race for what they are 
and not on how closely his work's content resembled Nordic standards of 
beauty» habit» values» etc. 
The Negro artist» according to Hughes» would do well to study the less 
inhibited» less reserved members of the Negro race. From the working class 
people» a wealth of material flows. 
But then there are the low-down folks» the so-called common 
element, and they are the majority, may the Lord be praised! The 
people who have their nip of gin on Saturday nights and are not 
too important to themselves or the community, or too well fed, or 
too learned to watch the lazy world go round. They live on Seventh 
Street In Washington or State Street in Chicago and they do not 
particularly care whether they are like white folks or anybodyelse. 
Their joy runs, bang! into ecstasy. Their religion soars to a 
shout. Work maybe a little to day, rest a little tomorrow. Play 
awhile. Sing awhile. Sing awhile. 0, let's dance! These common 
people are not afraid of spirituals, as for a long time their more 
intellectual brethern were, and jazz is their child. They furnish 
a wealth of colorful, distinctive material for any artist because 
they still hold their own individuality in the face of American 
standerizations. And perhaps these common people will give to the 
world its truly great Negro artist, the one who is not afraid to 
be himself.1 
^Langston Hughes. "The Negro Artist and the Racial Mountain," in The 
Black Aesthetic, ed. Addison Gayle, Jr. (New York: Doubleday & Co., Inc., 
1971), p. 168. 
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Langston Hughes' criteria for his own literary expression is as follows: 
Most of my own poems are racial in theme and treatment, derived 
from the life I know. In many of them I try to grasp and hold 
some of the meanings and rhythms of jazz. I am as sincere as I 
know how.^ 
One of the mediums by which Hughes chose to express himself was jazz 
and Hughes explains the powers of jazz combined with the genre of poetry 
when expressing Negro life. 
...jazz to me is one of the Inherent expressions of Negro life 
in America; the eternal tom-tom beating in the Negro soul—the 
tom-tom revolt against weariness in a white world, a world of 
subway trains, and work, work; the tom-tom of joy and laughter, 
and pain swallowed in a smile.3 
Langston Hughes' manifesto for himself and Negro artists required a 
belief in and an espousal of the current Negro creed, "Black is Beautiful 
and I'm Black and I'm Proud." According to Hughes, the Negro artist must 
express this philosophy in such a way that it would become a part of the 
audience's philosophy or attitudes toward themselves. This philosophy of 
Hughes is particularly evident when examining such poems as "When Sue Wears 
Red," and "Harlem Sweeties." Both treat the beauty possessed by black 
women. When Susanna does wear red, she brings to the imagination of the 
reader African heritage that comes to the mind when gazing upon a black 
woman. Susanna's regal and ancient beauty inspires love in the poet. 
Susanna's beauty is timeless. And "Harlem Sweeties" catalogues the rich 
and varied complexions to be found among Negro women. 
Hughes suggests that the Negro artist in the future will be an artist 
from the school of realism and truth. There would not be any attempt on 
the part of the Negro artist to hidscertain aspects of Negro life that might 
2Ibid., p. 171. 
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be offensive to some; but he will depict all aspects of Negro life» the 
sordid and racy as well as the sedate» and the reserve. Hughes predicted 
that the Negro artists of the future would not be one sided in his inter- 
pretation and portrayal of Negro life. The laughter» crying, joy grief, 
bitterness, ugliness, and beauty of the Negro people and their culture 
would be depicted. 
We younger Negro artists who create now intend to express our 
individual dark-skinned selves without fear or shame. If 
white people are pleased we are glad. If they are not, it 
doesn't matter. We know we are beautiful. And ugly too. The 
tom-tom cries and the tom-tom laughs. If colored people are 
pleased we are glad. If they are not, their displeasure doesn't 
matter either. We build our temples for tomorrow, strong as we 
know how, and we stand on top of the mountain, free within our¬ 
selves.1* 
And indeed Hughes does not sugar coat his interpretation of Negro life 
and his portrayal of Negro women either. Hughes' poems and stories on 
Negro prostitution disclose the horrors and rigors of indulging in such a 
life. Yet instill the majority of these women evoke the sympathy of the 
reader because they appear to have been driven into prostitution rather 
then freely choosing this line of work. 
The title "Poet Laureate of the Negro People" is both fitting and 
proper. Langston Hughes' manifesto required him to write about all the 
emotions, attitudes, values, habits, physical features that can be found 
in the Negro race. The common man's life style was to be his well of ink 
from which would flow his language, style, form and characters which his 
literary accomplishments dealt with. Also, Hughes' manifesto required that 
he and the new generation of Negro writers he spoke of never deny or Ignore 
their own self worth. Langston Hughes felt that the best subject that the 
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Negro artist could and should write most effectively about was Negro life. 
Aesthetic beauties and lyricism were not the primary issue of Hughes' 
poetry and short fiction, but, rather the day to day life of Negroes in the 
American society at large and their own segregated communities. 
In 1947 Langston Hughes wrote an article published in Phvlon which he 
explains why he has to deal with the nature of the American society in 
relation to the Negro and the consequences of writing about this unique 
situation. The make up of the American society negates the possibility of 
writing about roses, moonlight, and rolling landscapes. Because the Negro 
has been in the past and still lives in certain respects a marginal exist¬ 
ence, when Hughes and other writers chose to write about the Negro in America, 
the end product will inevitably be a social commentary on the American soci¬ 
ety. Racial prejudice, and all of its manifestations cannot be excluded if 
one is trying to give a true picture of the Negro race in this country. 
Some of my earliest poems were social poems in that they were 
about people's problems—whole groups of people's problems—rather 
than my own personal difficulties. Sometimes, thought, certain 
aspects of my personal problems happened to be also common to many 
other people. And certainly, racially speaking, my own problems 
of adjustment to American life were the same as those of millions 
of other segregated Negroes. The moon belongs to everybody, but 
not this American earth of ours. That is perhaps why poems about 
the moon perturb no one, but poems about color and poverty do per¬ 
turb many citizens. Social forces pull backwards or forwards, 
right or left, and social poems get caught in the pulling and 
hauling. Sometimes the poet himself gets pulled and hauled—even 
hauled to jail.5 
According to Hughes, the Negro artist's primary objective in his work 
should be to treat what he knows best and that invariably requires that his 
subject matter deal with the Negro race. Langston Hughes' critics have 
^Langston Hughes, "My Adventures As A Social Poet," Phvlon. VII, 
(Third Quarter, 1947), 205. 
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labeled him a poet of his people» a social poet» proletarian poet» blues 
and jazz poet» and the Harlem poet* All of these labels describe and can 
be validated from a close examination of Hughes' works. The author of this 
thesis» in order to validate her study of "Black Women In Langston Hughes' 
Poetry and Short Fiction," will begin now by examining the criticism of 
other writers that describe or explain the themes commonly attributed to 
Hughes. With the exception of James Emanuel, most of the critics do not 
discuss or even mention the role or significance of the Negro woman in 
Hughes's poetry and short fiction. Most critics choose to place Hughes in 
the above mentioned categories. To the author of this study, these cate¬ 
gories form a continuum, all the categories are interrelated. Folk poetry, 
to the author, refers to the subject matter, poetry about the "common man" 
or masses; blues and jazz serve as the means of expression, the vernacular 
and speech of the common man; social or proletarian content is a natural 
derivitive of the circumstances of the common man. It is almost impossible 
to speak about the common man without illustrating the problems of the 
common man in relation to the American society. Hughes becomes the poet of 
Harlem in that the common man he chose to write about in the majority of 
his poems resided in Harlem and these are the people he felt he knew the 
best. 
I live in the heart of Harlem. I have also lived in the 
heart of Paris, Madrid, Shanghai, and Mexico City. The people 
of Harlem seem not very different from others, except in language. 
I love the color of their problems and interests are my problems 
and interests.6 
Langston Hughes describes the essence of the blues, a dominant theme 
^Langston Hughes, 'The Harlem of Langston Hughes' Poetry," by Arthur 
Davis in Phylon, XIII (Fourth Quarter, 1952), 276. 
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in his work. 
Unlike the Spirituals, the Blues are not group substance songs. 
When sung under natural circumstances, they are usually sung by one 
man or one woman alone. Whereas the Spirituals are often songs 
about escaping from trouble, going to heaven and living happily 
everafter, the Blues are songs about being in the midst of trouble, 
friendless, hungry, disappointed in love, right here on earth. 
The mood of the Blues is almost always despondency, but when they 
are sung people laugh.7 
The blues as Hughes has described it here is definitely noticeable 
in the category ’’Love Lorn" which the author of the study has selected as 
a definite type that Hughes treats. The women in this section express the 
despondency, the escapist attitude and are usually the expression of one 
woman all alone, crying for a lost lover. 
Closely related to the Blues and Jazz and a very integral part of the 
blues is the language of the blues, which includes the mood and the con¬ 
tent, the actual phraseology, diction, and the components that make up the 
speech pattern of the singers and the writers of the blues. Critics of 
Hughes often call attention to his use of the "language of the street" and 
"be-bop language," ingredients of the blues and jazz. Hughes' language 
has often been called racy, it has been viewed as capturing accurately, 
through context and content, the emotions of the "conmon man" and an 
accurate replica of their speech pattern. It has been viewed as an asset 
to Hughes' poetry and it has also been viewed as detracting from his 
poetry altogether. The following criticism is representative of the 
analysis of Hughes' language and speech idioms. 
The success of these poems owes much to the clever and apt 
device of taking folk-song forms and idioms as the mold into 
which the life of the plain people is descriptively poured. This 
^Langston Hughes, Dreamkeeper and Other Poems (New York: Alfred A. 
Knopf, 1932), p. 30. 
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gives not only an authentic background the impression that it is 
the people themselves speaking, but the sordiness of common life 
is caught up in the lilt of its own poetry and without any senti¬ 
mental propping atain something of the necessary elevation of art.8 
Poet Langston Hughes successfully communicated on the level of 
the folk idiom, particularly the idiom of the Harlem street corners 
and bars. Many readers agree that Hughes is quite adept in trans¬ 
lating the wisdom of the masses of people into the urban folk idiom. 
His is a master in employing fanciful rhythms, experimental tech¬ 
niques and in manipulating the bold diction to create a mood and 
tone that bring the reader into the world of the poem in full empathy 
with the humor or irony of the scene.9 
The language of Langston Hughes' poetry expresses the individual atti¬ 
tudes, emotions and heartaches of the common man and his life style. Also, 
Hughes through his poetry expresses the delicate and precarious situation 
of the Negro in American society. When Hughes expresses this unique situ¬ 
ation, the marginal existence of Negroes in this country, he usually becomes 
a protest poet or social poet. As one critic said, in analyzing Hughes' 
poetry one can see a chronicler at work. Hughes traces and records the 
injustices against Negroes in this country from the publication of Weary 
Blues, his first published volume of poetry, through his last volume of 
poetry, The Panther and the Lash. 
If one were to arrange Langston Hughes poetical works in 
chronological order one would have an excellent penetrating, 
topical commentary on the American race issue since 1926—a 
commentary for more perceptive and meaningful than a library 
of sociological works. Often ironic but seldom bitter, he seemed 
to be surprised by White America's stupidity on the problem or 
saddened by its blindness 
®Alain Locke, "Common Clay and Poetry," review of Fine Clothes to 
the Jew, by Langston Hughes, in Saturday Review, April 9, 1927» p. 712. 
^Nancy B. McGhee, "Langston Hughes: Poet in the Folk Manner," in 
Langston Hughes: Black Genius, ed. Therman O'Daniel (New York: William 
Morrow & Co., Inc., 1971), p. 3« 
^Arthur P. Davis, "Langston Hughes: Cool Poet," in Langston Hughes: 
Black Genius, ed. Therman O'Daniel (New York: William Morrow & Co., 
Inc., 1971), p. 31. 
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In this study the writer found that a major concern of the Negro 
mother was her interest in conveying to her children the obstacles and 
hurdles they would have to face in being black and living in America. And 
whenever possible the Negro mother attempts to protect her child from racial 
abuse. 
In reviewing the available literature on Langston Hughes' short stories* 
some of the elements found in his poetry are found in his three volumes of 
short stories: The Ways Of White Folks (1934), Laughing to Keep From 
Crying (1952), Something in Common and Other Stories (1963)» The predomi¬ 
nant theme that critics discuss in regard to Hughes' short stories is his 
ability to write accurately and vividly about the racial segregation and 
racial tensions in this country. According to most critics Langston Hughes' 
short stories reveal his social reporting talents. 
In spite of the author's prefatory explanation that he 
really means 'some white folks,' The Ways of White Folks is the 
outstanding indictment of Nordicism in modern American fiction. 
The target of attack is American racism at all levels—lower-class, 
bouregois, and capitalist—and in representative sections— 
Southern, Northeastern, and Mid-Western. Because of its preoccupa¬ 
tion with race prejudice, The Ways of White Folks suggests that 
Hughes is as much disturbed by color as by caste and distinctions. 
Nevertheless, the volume signalizes the emergence of proletarianism 
in American Negro literature and thus open the way for the fiction 
of Richard Wright.H 
This criticism applies to the majority of the short stories in the three 
volumes. Those stories that have black women in major roles also serve as 
social commentaries and the black female is the spokesman. 
Of all the critics the author of this study examined James Emanuel is 
the only critic that stated what some of Langston Hughes' women represented, 
^Hugh M. Gloster, Negro Voices in America (Chapel Hill: University 
of North Carolina Press, 1940), pp. 221-222. 
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(not always black women) what they stood for. Typically his observations 
are brief and concise» but they are rich in meaning. He does a detailed 
analysis of "Cora Unshamed»11 a short story which can be found in Laughing 
to Keep From Crying and The Ways of White Folks. James Emanuel, in his 
doctoral dissertation "The Short Stories of Langston Hughes," noted that 
women were a subject treated with frequency in Hughes' short stories, and 
gives Hughes' personal view on his women characters (a letter dated Sep¬ 
tember 19, 1961 to James Emanuel). 
Hughes, looking back upon female protagonists and major charac¬ 
ters in his stories, reflected late in 1961 "Most of them, if 
main characters, are looking for love in an ultimately satis¬ 
fying way, but somebody or something is making it hard for them 
to pin down love, even when it is non-physical, appreciated, maybe 
even understood."!2 
James Emanuel agrees with Hughes' own evaluation of his women charac¬ 
ters but both under estimate Hughes deeper character analysis of his women 
and their social circumstances and their response to their environment. 
The aims of Hughes' females certainly represent the daily 
efforts of most of womankind, and the almost ironic descending 
order of possibility in which he lists those goals is perhaps 
a deference to the intricacy of the statements by the author. 
Hughes' earliest works seem to portray women sympathetically: 
"May Winosky" the "Est Illana Series," and "The Gun." In 
"Rouge High" the hard life of prostitutes is mirrored, and in 
"Oysters' Son" one sees a different hardness, that of the woman 
who must sustain her household in times of poverty and, by the 
rigor of her personality or the persuasiveness of her tongue, 
inspirity in her husband with the energy to do battle against 
the environment. Women are less favorably endowed,. . .13 
Emanuel sums up the significance of Hughes' treatment of the Negro mother 
in Hughes poetry and short fiction. This treatment of the Negro mother, 
I^James Emanuel, "The Short Stories of Langston Hughes," Unpublished 
Ph.D. Dissertation, Columbia University, 1962, p. 43* 
l3Ibid.. p. 43. 
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according to Emanuel* Is related to another theme recurrent throughout 
Hughes1 works* Négritude (a part of the Black Is Beautiful philosophy). 
According to Emanuel* Hughes' mother Is a strong matriarchal figure. 
"Mother to Son". . . .begins the strong matriarchal portraits 
found in Hughes' poetry and fiction. This poem* using homely 
images like tacks* splinters* and torn-up boards* shows a poor 
Negro woman instilling her own persistence into her son. The 
same unconquerable determination imbues "The Negro Mother*" which 
in 1931 furnished the name for a sequence of Golden Stair Broad¬ 
sides. • . 
In discussing "Cora Unashamed*" Emanuel talks about Cora's strong 
nature* defiant when racial obstacles hinders her from realizing her goals. 
She is defiant and strong when she loses her child in death. Cora's state¬ 
ments are simple at times but cutting for the person whom her statements 
are directed. There are many aspects of Cora's character which could have 
been discussed in length but were not discussed by Emanuel or other critics. 
Emanuel summarizes important segments of the story but does not always link 
them to Cora's personality per se. 
Emanuel recognizes that Langston Hughes' women characters also repre¬ 
sent social circumstances* primarily racial. Hughes in having his women 
characters fully aware of their racial circumstances is justification for 
Hughes being called a social poet. The women in Langston Hughes' poetry 
and short fiction are a recognizable force in Hughes works. They possess 
humanity* dignity and sometimes and indictment of the American society* 
often as an understatement. 
In light, then, of such opinions and points of view as are illustrated 
by those quoted above* the writer is convinced that the treatment of black 
women in Hughes' poetry and short fiction is insufficient and this warrants 
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a detailed study of this subject matter. The findings of this study offer 
a new vantage point from which to analyze Hughes' contributions to the 
literary world. 
What characteristics does Langston Hughes attribute to the Negro women 
who appear as major characters in his short fiction and those who a par¬ 
ticular poem revolves around? It also proposes to explore the distinct 
characteristics which differentiate the types of women that are found in 
Langston Hughes' short fiction and poetry. Are there any overlapping traits 
of the major female types and if so what are they? What are the motives of 
these women—sex, passion, maternal concern, racial or social concern? Do 
these women react to others attitudes or do they act according to their own 
attitudes and beliefs and convictions? 
The peripheral factors that will have some bearings on the findings 
which as follows: the subject of the plot in which the character appears, 
as well as the characters personal appearance, attitudes and general be¬ 
havior, and the sex and lovelife of the female characters. Family organi¬ 
zation will also be examined where applicable. What becomes of these women 
will also have to be taken into consideration. 
The major chapter divisions are the "Love Lorn", "The Negro Prosti¬ 
tute," "Negro Motherhood," and "Black Female Views on Racial Pride," and 
the conclusion. The Negro prostitute is for the purposes of this study, 
the woman who procures a part or all of her livelihood through purely 
sexual relations. Some consideration outside of the general questions and 
observations are, what is the attitude of the prostitute toward herself 
and her occupation? Is the prostitute in her line of work for strictly 
monetary or material gains or is she in her profession because this is her 
only means of survival and there are no other avenues of work open to her? 
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The "love lorn" are those women who are not legally married hut their 
relationship is based on the love of their man. Their lives are centered 
around about their lover. 
In addition to the general questions already mentioned, the following 
questions will be considered concerning the Negro mother. What is the 
relationship between mother and child-close or estranged? What are her 
goals and ambitions for her child? The title of chapter four is self- 
explanatory. 
The conclusion will look at the overlapping traits of the major types. 
It will also summarize the findings form the preceeding chapters and points 
of significance. 
This study will not attempt to compare the characteristics found in 
the fiction of Hughes with those found among Negro women in real life. 
This study will not cover the "Simple" stories because the author feels 
that these stories constitute a special body of literature that should be 
treated in and of itself. 
CHAPTER II 
THE NEGRO PROSTITUTE 
Careful study of Langston Hughes' Negro prostitute reveals his con¬ 
ception of their aspirations before and after entering their tine of work, 
the reasons why they entered this particular line of work and their out¬ 
look on their future. A detailed analysis of the physical appearance of 
the Negro prostitutes will be discussed first. The analysis is based on 
the poem "Young Prostitute" and the short story "Rouge High." These 
selections were chosen in particular because these selections go beyond 
mere physical description, which shows the prostitutes' sensual desir¬ 
ability and physical attractiveness; the following are more symbolic than 
the rest of the selections. 
Langston Hughes' "Young Prostitute" gives in four lines a poignant 
and revealing description of the Negro prostitute. 
Her dark brown face 
Is like a withered flower 
On a broken stem. 
Those kind come cheap in Harlem 
So they say.^ 
Hughes by comparing the young prostitute to a withered flower, implies that 
at one time this young woman was once pleasing to look at, but prostituting 
has caused her to age in her youth and physically deteriorate just as a 
withered flower would deteriorate with abuse. Stretching the analysis of 
^Langston Hughes, "Young Prostitute," The Weary Blues (New York: 
Alfred A. Knopf, 1926), p. 34. 
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this simile even further, the writer believes Langston Hughes is saying 
that the young prostitute even looks like death or is really dead spirit* 
ually because of her occupation. There is no life in the sense of being 
alive, vibrant, alert, etc., for this young prostitute. The prostitute 
described in this poem creates a somber and morbid tone which evokes the 
sympathy of the reader. The description of the prostitute in "Rouge High" 
is not quite so morbid but it serves to demonstrate the underlining pic* 
ture behind the mask of make*up most prostitutes don. 
In "RougeHigh" while two prostitutes are sitting in a bar waiting on 
a pick up for the night, one of the young prostitute's pimps, Bunny, comes 
in and demands some money she has held back from him. When leaving the 
bar, the prostitute that had been sitting beside her, informs her that 
her eye where Bunny had hit her was beginning to turn black and to "Put 
2 
a little more powder on 1t**ordse rouge high." For the prostitute, her 
physical appearance is important, in that it helps her attract her clientele, 
all else becomes secondary. No matter what else may happen, the prostitute 
must look her best. The art of make-up in this story takes on special 
significance. It seems to represent an attempt, on the part of the pros¬ 
titute to hid what her true feelings are. This seems especially true in 
light of the fact that the prostitute had held money out from her pimp in 
order that she might have enough money to pay the doctor for shots, shots 
probably for the treatment of some form of veneral disease. 
Both of the above descriptions of the outer appearance of prostitutes 
by Hughes point to the physical destruction involved in prostituting. In 
the first poem, "Young Prostitute," prostituting comes to represent a 
^Langston Hughes, "Rouge Hight," Something In Common (New York* Hill 
and Wang, 1963), p. 150. 
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spiritual dying inside as well as a death-like look on the outside. In 
•'Rouge High" the physical make-up of the prostitute represents a phasod 
or masque» a covering up of the physical hazards of prostituting and prob¬ 
ably the hiding of other feelings and emotions associated with prostituting. 
If one is left with the Impression that prostituting physically deteriorates 
a woman» then the next natural question is» why have these young women 
turned to prostituting? The question is whether they are in prostitution 
because it is an easy way to make a considerable amount of money and they 
enjoy what they are doing or are they prostitutes because there are no 
other avenues of work more desirable and available to them and they have 
been practically forced into 1t by society. 
The poems "Ruby Brown," "A Ruined Gal," "Red Silk Stockings," "Listen 
Here Blues," and the short stories "Sailor Ashore," "Saratoga Rain," "His 
Last Affair," and "A Good Job Gone," give the varied reasons why these 
young women have turned to prostitution. The majority of them became pros¬ 
titutes because of job discrimination accompanied by the need to earn a 
better living. The young lady in "Saratoga Rain," appears to be the only 
exception. Her motive stems from her desire to find love, not sexual love, 
but a love that goes beyond sexual gratification. 
Ruby Brown, of which the poem bears the same title, attempts to answer 
two very important questions. "What can a colored girl do./ On the money 
from a white woman's kitchen?/ And ain't there any joy in this town?^ She 
finds the answer to her questions through prostitution. For most of the 
prostitutes mentioned in this study, whether implied or actually stated, 
they were asking the same type of questions: Where can one earn more money 
^Langston Hughes, "Ruby Grown," Fine Clothes to the Jew (New York: 
Alfred A. Knopf, 1927), p. 30. 
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than the amount of money one receives from such jobs as cooking, sweeping 
floors, etc. “What can a colored girl do? On the money from a white 
woman's kitchen?,"** implies that there isn't too much money in domestic 
work beyond a subsistence level. There probably is just enough money to 
buy some food, pay the rent and buy a new dress, maybe every now and then, 
but after one squeezes out enough for the bare necessities, there is little 
else left. 
One day, 
Sitting on old Mrs. Latham's back porch 
Polishing the silver, 
She asked herself two questions 
And they ran something like this: 
What can a colored girl do 
On the money from a white woman's kitchen? 
And ain't there any joy in this town?5 
In addition to earning a substantial livelihood, one would like to be 
able to seek some form of relaxation and a little pleasure out of life; 
Ruby Brown was no exception. But in Mayville, where Ruby Brown lived, the 
door to a better job and a little joy was shut, the door was shut because 
she was black and for no other reason. 
She was young and beautiful 
And golden like the sunshine 
That warmed her body 
And because she was colored 
Mayville had no place to offer her, 
Nor fuel for the clean flame of joy 
That tried to burn within her soul.® 
"She was young and beautiful/and golden like sunshine/, which made 
Ruby Brown all the more appealing to her new "employers."? Not that she 





found the answer to her questions In prostitution she earned more money 
then when she worked in the kitchen for whites. 
But the white men, 
Habitues of the high shuttered houses, 
Pay more money to her now 
Than they ever did before, _ 
When she worked in their kitchens.0 
In defense of the motive to earn a better living through prostitution, 
Hughes suggests that the young lady in "Red Silk Stockings" turn to pros¬ 
titution. In the town where this young lady lives, just as in the town 
Ruby Brown lived in, there simply is nothing for her to do, there is no 
other type of work. 
Put on yo' red silk stockings, 
Black gal• 
Go out an' let de white boys 
Look at yo* legs. 
Ain't nothin' to do for you, nohow, 
Round this town,-....9 
Hughes suggestion that a sexual union take place between this young 
lady and a white male and a child be born of this union provides a social 
connotation about the status of mullatos in American society, expecially 
during the time of this publication. A fair-skinned Negro at one time had 
certain privileges over the dark-complected black. In slavery and post¬ 
slavery times the mullato generally was educated differently and was able 
to acquire less menial type of jobs, and at times was less discriminated 
against than the darker members of the Negro race. 
Ain't nothin' to do for you, nohow, 
Round this town,- 
You's too pretty. 
®Ibid., p. 30. 
^Langston Hughes, "Red Silk Stockings," Fine Clothes to The Jew 
(New York: Alfred A. Knopf, 1927), p. 73» 
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Put on you1 red silk stockings, gal, 
An' tomorrow's chi 1e* 11 
Be a high yaller.'0 
In the poem "A Ruined Gal" the prostitute believes the reason she has 
come to such a destructive end is due solely to the fact that she is a black 
woman. She damns the circumstance of her birth and wishes that she had 
never been born. 
O'de lonesome riverside, 
O' de wicked water. 
Damn ma black old mamy's soul 
For ever havin' a daughter.H 
Not only does this prostitute regret that she was born to lead the 
type of life that she does, but she also wishes to end her life because she 
has no real friends. In her line.of work you don't have friends, you just 
have customers. Her future is grim and she realizes that she will prob¬ 
ably never be married because she is a prostitute. Consequently, her out¬ 
look and conception of her future is grim. She wishes to escape from 
prostituting and the only place to turn to is death. She can't turn to 
another job, to a friend, or to a man's genuine love; she is trapped. The 
despondency of the blues resounds loud and clear, a deadening sound. Ac¬ 
cording to this poem, Hughes believes that prostitution by black women is 
a manifestation of the social milieu blacks are a part of in this country. 
Standin' by de weary riverside 
When de boat comes in, 
Won' meet nobody 
Cause I ain't got no friend. 
By de edge o' de weary riverside 
Night-time's cornin' down. 
10Ibid.. p. 73. 
^Langston Hughes, "A Ruined Gal," Fine Clothes to the Jew (New York* 
Alfred A. Knopf, 1927), p. 63. 
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Ain't nothin; for a ruined gal. 
But jump overboard an' drown.12 
Unlike the prostitute in "A Ruined Gal" Azora in "Sailor Ashore" has 
not given up on life and she does not exhibit a defeatist attitude. Azora 
realizes that her situation in life as well as those of other blacks is 
marginal. Azora, like the young sailor she picks up, realizes that this 
is a white dominated society and blacks usually have to operate within con¬ 
fined limits. The sailor feels hemmed in like a squirrel in a cage and 
that there is nothing he can do about improving himself and exercising 
his rights of freedom and liberty. On the other hand, Azora felt she could 
cope with racial prejudice and if things couldn't be any better for her, she 
would see to it that things were better for the imaginary son she constantly 
tells the sailor about during the course of the evening. 
Azora had told the sailor in the early part of the evening that she 
worked for a white family during the week cooking and cleaning and on week¬ 
ends she would make her self available so that she could have a little fun. 
Also Azora claims she had a ten year old son who she would see had a better 
future than hers. The truth of the matter is that Azora is a prostitute 
and not only doesn't she work for a white family in Beverly Hills, but she 
doesn't have a son either. Although Azora presents a false picture of her 
life, she does not present a false picture of the American society and its 
attitude towards blacks. She does believe, however, that blacks' situation 
in this country should be changed and can be changed. She repeatedly tells 
the sailor that he isn't a man, because if he was he would stop grumbling 
about how bad things were and try to change his situation and that of 
t 
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other blacks; "Colored men's all too; much Hke you—got your mind on not 
being nothing. Always complaining, always discouraged. Always talking 
about this is a white man's world."13 
This is a white man's world ain't it? 
No, it ain't I,m in it too! I,m colored-and 
I'm gonna make something out of my son. You 
always talking about your son. I'm talking about us now! 
There ain't no just us. There's us-and everybody 
else. If things is bad, change 'em! You a man, ain't 
you? 1^ 
In the end Azora admits that she is a hustler, and the sailor tells 
her he knew that all along. But Azora emphasizes with her voice harder 
than before that if she had a job and a son she would make something out 
of her son. Just as the mother in "Mother and Son" says life has not been 
easy but a struggle staircase. Azora intends to keep going on, striving. 
Azora believes that the future will be better than the present for herself 
and for her people. Azora is strong and a fighter and she has hope. Al¬ 
though Azora is a prostitute, she has hope that her situation will improve. 
She does not have a defeatist and pessimistic outlook on life like the 
sailor she picks up this night or the prostitute in a "Ruined Gal." 
Yeah? Well, listen, kid! If I ever did have a son and 
if I ever do have a job if I wasn't what I am-I'd 
make something out of my son, if I had one! I swear 
to God I would, sailor! 
The man looked at the woman in the doorway a long time. 
I say. I swear to God I would, she repeated as he walked 
away.*5 
^Langston Hughes, "Sailor Ashore," Something Common (New York: Hill 




Still another prostitute attributes her downfall to men and alcoholic 
drink. This particular prostitute's ruin was not due to racial discrimina¬ 
tion, but evidently to her own peculiar naievete. Once she had a few 
drinks men could easily coax her into an illicit relationship. According 
to her, she used to be "good" and went to church regularly but her reasons 
for her downfall is also her advice to all young ladies. She warns them 
to refrain from drinking alcohol or else they just might be inticed. "Lis- 
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ten here to me/ Gin an' whiskey/ Kin make you lose you-' ginity/. 
The following two young ladies might be called "quasi" or "high brow" 
prostitutes; not the average "pick up." They have what might be termed 
class and a certain amount of finese. They are unlike the previously 
mentioned prostitutes in that they do not suffer physically from their occu¬ 
pation nor do they feel any type of mental anguish. They are the tormen¬ 
tors of their clients rather than the tormented. 
Pauline in "A Good Job Gone," is having a relationship with a Mr. 
Lloyd, a rather well-to-do business man, whom she considered her "sugar 
daddy." He believed Pauline was really in love with him and much to his 
horror in the end he finds that she was only using him. He had many women, 
before Pauline, who he played around with and when he was through with these 
women he would beat them and kick them out. But Pauline was the exception 
and the one person he shouldn't have fallen in love with. Mr. Lloyd stopped 
bringing to his hide away apartment other women, only Pauline. Mr. Lloyd 
seemed to have lost all sense of judgement and was completely enamored by 
Pauline. 
^Langston Hughes, "Listen Here Blues," Fine Clothes to the Jew (New 
York; Alfred A. Knopf, 1927), p. 85. 
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And she really put the bee on Mr. Lloyd. He bought 
her everything she wanted, and was as faithful to her as a 
husband. Used to ask me when she wasn't there, what I 
thought she needed. I don't know what got into him, 
he loved her like a dog.^7 
Since Pauline had a black boyfriend whom she loved, her only reason 
for keeping Mr. Lloyd company two or three nights a week was to get money 
and clothes from him. She had no romantic interest in Mr. Lloyd whatsoever 
or did she have any type of feelings toward whites in general other than 
negative hostility. Her philosophy summed up is as follows: 
But she knew what It was all about. Don't think 
she didn't. 'You've got to kid white folks along,' she 
said to me. When you're depending on em' for a living, 
make 'em think you like it.'1° 
Basically, Palline was out to get all she could extract from Mr. Lloyd 
and her affections could not be bought, as Mr. Lloyd believed he could do. 
When Mr. Lloyd found out about her black boyfriend and confronted Pauline 
with his objections, she let him know precisely how she felt about her rela¬ 
tionship with Mr. Lloyd. 
They had a hell of a quarrel that morning when they 
came to the apartment. First time I ever heard them 
quarrel. Pauline told him finally he could go to hell. 
She told him, yes, she loved that black boy, that he was 
the only boy she loved in the wide world, the only man she 
wanted. 
'Yes, I love that colored! she hollered, "yes, 
I love him. You don't think you're buying my heart, do 
you?' 
And that hurt the boss. He'd always thought he was 
a great lover, and that women liked him for something 
else besides his money.^ 
^Langston Hughes, "A Good Job Gone," Something in Common (New York: 




Ibid., p. 37. 
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After Mr. Lloyd pleaded with Pauline not to leave him and Pauline 
fought with him, she manages to finally pull away from him and these are 
her parting words on her true feelings about the white race. Pauline 
believed that in view of the racial prejudices and injustices that existed 
in this country it was virtually impossible for her to even like a white 
man, much less love one. 
A white bastard! she said. 'Just because they pay 
you, they always think they own you. No white man's 
gonna own me. I laugh with 'em and they think I like 
'em. Hell, I'm from Arkansas where the crackers lynch 
niggers in the streets. How could I Hke 'em?'20 
As a result of Pauline's leaving, Mr. Lloyd in order to prove to him¬ 
self that women were interested in him for more than his money, didn't pay 
his pick ups any more or lavish them with gifts. After a period of time 
when he realized they were only interested in money, he began to drink 
more, cry over Pauline and exhibit peculiar behavior patterns. In time Mr. 
Lloyd began to tear the pictures of his former female companions and make 
love to their pictures as he had once done in real life. 
...one night, I knew he was crazy-so it was all up. 
He grabs the door like 1t was a woman, and starts to 
kiss it. I couldn't make him stop pawing at the door...2' 
Mr. Lloyd was put away in a mental hospital and this is how his insanity 
manifested itself. 
Sometimes he thinks he's a stud-horse chasing a mare. 
Sometimes he's a lion. Poor man, in a padded cell! 
He was a swell guy when he had his right mind, but a 
yellow woman sure did drive him crazy. For me, Well, 
it's a good job done!22 
Pauline's motive and reasons for becoming a prostitute were strictly 
20Ibid., p. 38. 
21 Ibid., pp. 39-40 
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monetary. Her motto was to be nice and sociable to whites when your live¬ 
lihood depends on them. Instead of being used by whites* Pauline saw no 
reason not to use whites. Pauline's attitude was that her relationship 
with whites was to be strictly a business proposition. She would provide 
companionship* conversation, a good time and pretended love interest for 
her client and in return Pauline expected money or its equivalent for her 
services. Although this sounds cold and callous for one human being to 
treat another in this manner* the lynchings Pauline spoke of and other 
injustices against blacks were not humane relationships either. Another ... 
short story by Langston Hughes is based on using subterfuge, indirection 
to extract money from a white person without his suspecting the real motive 
of the woman involved. 
The story plot of "His Last Affair" is quite similar to that of "A 
Good Job Gone." The leading black female character of this short story uses 
the art of deception and the gentle art of persuasion to extract money- 
large sums of money—from a wealthy small town businessman. The irony of 
this particular story lies in the fact that once again a Caucasian male is 
taken advantage of unknowingly and much to his utter frustration. Instead 
of the prostitute being taken advantage of* being abused* and feeling remorse 
as a result of sexual exploits* the white male in the relationship experiences 
pangs of mental anguish. 
The story involves two main characters* Calista Lowery and Mr. Henry 
Marston. Mr. Marston and Calista began their* not so discreet relationship 
in their youth. Calista was considered to be from the wrong side of the 
tracks and Henry Marston was from a prominent family. The young people did 
have common interests and after a period of time Calista and Henry became 
intimate. And much to Henry Marston's horror and shock of his family, 
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Calista announced one day that she was with child. In order to spare 
Henry's reputation and that of his family and to appease Calista and her 
mother, the Marstons paid Cal lie and her mother an unspecified amount of 
money. Cal lie and her mother went to Chicago, where neither was to be 
heard from for quite some time. 
Well, they got Henry out of it by the hardest. 
There were tears, scenes and money paid to her gypsy 
looking mama. Then Cal lie and her mother went away to 
Chicago. He never heard of them again. That was long 
long ago, really long ago*23 
After some years had passed, Mr. Marston made the unfortunate mistake 
of becoming reacquainted with Calista on one of his pleasure trips to N. Y. 
Henry Marston did not recognize Caille when she first walked up beside him 
on the streets of N. Y., but her physical attractiveness refreshed his 
memory. Mr. Marston would have been wise not to have acknowledged Callie. 
Once again Callie and Mr. Marston became intimate, but there was no announce¬ 
ment at the end of the week as there had been before. They departed each 
other's company at the end of a week, Mr. Marston going back to Terre Haute 
to his wife and children, not suspecting the turn of events to follow. 
After Mr. Marston had settled back down to his mundane job in Terre 
Haute, a long distance call came through to his office from Callie. Callie 
much to Mr. Marston's surprise made the exact same announcement she had 
made some years before. This time she wanted more money, $20,000, under 
the pretext that she would go to Paris and have the child. Mr. Marston 
was not favorably inclined toward giving Callie such a large sum, but Callie 
sweetly informed him that since her mother was no longer living so she could 
^Langston Hughes, "His Last Affair," Something in Common (New York: 
Hill and Wang, 1963), pp. 97-98. 
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protect her, she would have to rely on her lawyers for protection. This 
bit of information unnerved Mr. Marston, to the point that beads of pers¬ 
piration formed on his forehead and he was almost rendered speechless. 
Cal lie did not just speak to Mr. Marston impromptu that night on the phone, 
for her conversation had been rehearsed. She delivered her lines, sweetly, 
innocently, charmingly, cunningly and on cue. 
'Would two thousand do? asked Mr. Marston naively, 
having no one to guide him. 
'Multiplied by ten," said Calista 'it might do.' 
'Oh-rr-r-r!' groaned Mr. Marston. 'Callie! Calista! 
Callie!' 
•I have no mother to protect me any more,' the voice 
at the other end of the wire said sadly. 'I have only 
some old lawyers now, Henry.' , 
'Don't said Henry trend)ling, just a minute, wait.'2** 
When Mr. Marston could move from his chair, weak as 
he was, he wiped the sweat from his neck, rang for a glass 
of water, and prepared to arrange for the transfer of twenty 
thousand dollars to one Calista Lowery of New York.2^ 
After Calista received the twenty thousand dollars from Mr. Marston, 
she proceeded with her plans to travel to Paris. What Henry Marston did 
not know and probably never would know was the fact that Calista Lowery 
had never been pregnant by Marston either time that she had made her 
announcements* Not only had Mr. Marston been deceived concerning the 
pregnancy, but Calista had managed to keep her racial identity hidden. 
'I am with child'-that is the best line I ever delivered,' 
she said to herself. 'I made it up myself-both times!' 
I'm almost as good a playwright as I am an actress. But 
Henry's such a dumb leading man! And he never did even 
suspecion that I'm colored.26 
Callie and Pauline were similar in their methods of extracting money 
24Ibid.. pp. 100-101. 
2$Ibid. 
26Ibid.. p. 101. 
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from their clients. They were able through their feminine charms and 
their ability to manipulate their respective clients in such a way that 
they were able to obtain exactly what they wanted. While the prostitute 
in "Rouge High"v used her make-up to hide her inner hurt, Pauline and Cal lie 
used their deceptive behavior to hide their true feelings, but they did 
not suffer any physical or mental anxiety. On the other hand, their clients 
did experience a great deal of mental anguish especially Mr. Lloyd, who 
eventually was committed to a mental institution. 
"A Good Job Gone" and "His Last Affair" also deal with the vulner¬ 
ability, vain naievness that often results in whites being victimized by 
blacks rather than the other way around. Unfortunately, this study does 
not deal with this particular aspect which is found throughout some of 
Hughes' works, The Ways of White Folks. But it is clearly a subject that 
should be explored and can be dealt with in depth. Pauline and Callie 
were ambitious and callous and showed no cnvnpassion whatsoever towards 
their respective clients. They were interested in themselves only and 
their relationship with these men was strictly a business transaction. 
They were unlike the other prostitutes discussed so far in this study, in 
that they did not experience any hurt, any thoughts of suicide or regrets 
about the life they lead. 
The last story to be discussed dealing with Langston Hughes' concep¬ 
tion of the Negro prostitute is "Saratoga Rain." This short vignette is 
emotionally charged with pathos. This nameless prostitute seems to be 
reaching out for and searching for love—wherever she could find it. She 
is not interested in thesexual gratification of lovemaking, but the genuine 
spirit of love that encompasses a deeper emotional satisfaction. She is 
caught up in a vicious cycle of which she does not see any way of escaping 
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therefore she decides to achieve genuine love through her relationships 
with the men she picks up. She wants to grasp and squeeze all the real 
love that can be found from her clients rather than immediate physical 
gratification. She nor her client this particular evening pasts had any 
meaning for them and their futures did not seem to hold any meaning. 
She said, 'Ben, I love you.' To her, thirty years of muddy 
yesterdays were as nothing. 
They would never be angels and have wings, that they 
knew for sure. But at the moment they had each other. ' 
This rainy day in Saratoga seemed to cleanse away their sordid past, 
at least in their minds. They knew the only redeeming moments in their 
lives was the moment they were spending together right now. This is all 
they had to cherish in their lives, this single intimate moment. Their 
future would be dark, therefore, the falling rain was a symbol of this one 
clean and beautiful moment in their lives. 
For neither of them now the memory of muddy water in the 
gutter of life, because on this early August morning the rain 
fell straight out of the sky-clean. 
The room is pleasantly dark and warm, the house safe, 
and though neither of them will everftbe angels with wings, 
at the moment they have each other.20 
There are certain outstanding facts that are evident in Hughes' treat¬ 
ment of the Negro prostitute—profound loneliness, physical hazards, no 
compassion for one's fellow human beings, and they are a product of their 
environment. 
Prostitution has a physically deteriorating effect, as evidenced by 
27|_angston Hughes, "Saratoga Rain," Something in Common (New York: 
Hill and Wang, 1963), p. 57. 
2^Ibid.. p. 58. 
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the poem "Young Prostitute." Sometimes the prostitute gives the outside 
appearance of death and there is a spiritual dying as well* The majority 
of the prostitutes were driven to prostitution out of economic necessity, 
which stemmed from the racial milieu of the American society. Job dis¬ 
crimination was the motive behind Ruby Brown's decision to become a pros¬ 
titute. Pauline had reasoned that she would improve her financial state by 
becoming a prostitute. Hughes depicted the young woman in "Red Silk Stock¬ 
ings" as having no other avenue of employment open to her either. Job 
discrimination, according to Hughes, is definitely related to color, as 
evidenced from the poem "A Ruined Gal". The prostitute in this poem 
believes her present situation is a result of her being a black woman. 
The implication is that if she were not black that perhaps her opportunities 
in life would have been better. Also, in "Red Silk Stockings" the sugges¬ 
tion that the young woman in the poem had an illegimate child born of such 
a union would not find her opportunities so limited because of the color 
barrier. Azora also appears to feel the pressure of racial prejudice but 
she vows that if she had a child she would see that conditions were improved 
for him and his life would be more promising. 
The profound sense of loneliness is demonstrated especially in "A 
Ruined Gal." This prostitute is so deppondent because in prostitution 
friendships are almost nonexistent and the future is dark for her. This 
prostitute is contemplating suicide because she feels so alone in the 
world. And the prostitute in "Saratoga Rain" is reaching out for someone 
to love and someone to return that love all to no avail. 
Pauline and Cal lie not only demonstrate the economic motive that 
challenged these women, but they demonstrated the heartless attitude of 
the prostitute. They show no human «notion toward their fellow human beings, 
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at least not white men they become involved with. Instead of being exploit¬ 
ed, they exploit their clients beyond the ordinary confines of the pros¬ 
titute and her customer. 
All of the manifestations of prostitution that Hughes has portrayed 
point to human destruction in one form or another, either the prostitutes 
are destroyed morally, spiritually, or physically or their clients are 
destroyed spiritually or mentally. 
CHAPTER III 
THE LOVE LORN 
The category "Love Lorn" includes those groups of women who have 
either been deserted by their men or are in search of someone to love. 
The main emphasis of this section will be to explore these women's various 
reactions to desertion by the men they love. Also the study will examine 
the interests» if any exist» of these women outside of their love-life. 
The speaker in "Gypsy Man" had to leave her home because the man 
she loved deserted her and she could not take the loneliness. She went 
in search of a new love but met with another unfortunate experience. 
Because of her difficulty in finding someone who will remain faithful and 
loyal to her» she perceives love as a sickness. It is a sickness of which 
she feels there is no known cure for the pain. Her second love she had 
had given her money too and he had deserted her also. Even the tone of 
the poem is despondency, this love lorn victim believes the next time she'll 
use her mind more so than her heart. 
I met a yellow papa, 
He too ma last thin dime. 
Met a yellow papa, 
He took my last thin dime. 
I give it to him cause I love him 
But I'll have mo1 sense next time. 
Love, Oh, love is 
Such a strange disease. 
Love, Oh, love is 
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Such a strange disease. 
When it hurts yo' heart you 
Sho can't find no ease.1 
In the poem "Black Ga1" the lover left behind has been deserted because 
her man has left her for another woman, a "yellow gal," much to the speak¬ 
er's disdain. Instead of lashing out at the man that has left her, she 
lashes out verbally at the woman. But inspite of her loss, all she wants 
is for her man to come back to her. This seems to be a dominant trait of 
the women in this category, for no matter what the man they have fallen in 
love with has done to them, whether physical mistreatment or desertion, 
they all would still prefer for the same man to return to them. 
I dressed up Albert Johnson. 
I bought him suits o' clothes, 
An' soon as he goes out de barrel 
Then out ma door he goes. 
Yet I ain't never been no bad one. 
Can't help it cause I'm black. 
I hates them rinney yaller gals 
An' I wants ma Albert back. 
Ma little, short, sweet, brownskin boy, 
Oh God, I wants him back!.2 
This particular love forsaken young woman suggests that her lover deserted 
her because he preferred a light complected woman for his true love whereas 
a woman of a darker complexion was suitable only for taking advantage of. 
This is not significant in itself because regardless of whether the color 
of the women is stated in this study, they all are taken advantage of and 
exploited by the men they love. 
The adage that love is blind certainly applies to the women in the 
category of the "Love Lorn." The madam in "Ballad of the Fortune-Teller" 
^Langston Hughes, "Gypsy Man," Fine Clothes to The Jew (New York: 
Alfred A. Knopf, 1927), p» 22. 
^Langston Hughes, "Black Gal," Fine Clothes to The Jew (New York: 
Alfred A. Knopf, 1927)» p. 66. 
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is a prime example. She is able to see into the future and predict with 
a fair amount of accuracy the love life and the fate of others, yet she is 
ironically unable to do so for herself* Although she had been warned by 
her friends that the man she took in would only take advantage of her and 
cause her misery, she closed her eyes to this likelihood. Madam fell in 
love but she never realized the type of man she fell in love with. But 
when he left her, her only thoughts were to go in search of the love that 
had forsaken her. 
Friends tried to tell her 
Dave meant her no good. 
Looks like she could've knowed it 
If she only would. 
He mistreated her terrible. 
Beat her up bad. 
Then went off and left her. 
Stole all she had. 
She tried to find out 
What road he took. 
There wasn't a trace 
No way she looked. 
That woman who could forsee 
What your future meant, 
Couldn't tell, to save her, 
Where Dave went.3 
One finds that some of the women who were deserted by their men exhibi¬ 
ted extreme reactions. Instead of going in search of their men or longing 
to have their men back, they would rather take their life than face the 
world without their man, or refuse to fall in love again. They have been 
so hurt that they have given up and are beyond the stage of mere despondency. 
In "Suicide" a strange paradox exists. The speaker is on the verge of 
^Langston Hughes, "Ballad of the Fortune-Teller," Shakespeare in Har¬ 
lem (New York: Alfred A. Knopf, 1942), p. 89. 
35 
committing suicide because her man has left her, yet she refers to him as 
her "sweet good man." This shows the utter confusion in the mind of the 
woman that has fallen so deeply in love. The love sick woman decides that 
instead of revenge on the man, she will, instead, take her own life. Peace, 
for her, can only come to pass if she does not have to face the absence of 
her love. Whether he would be dead or just gone away, not having him with 
her is too unbearable to cope with. 
Ma sweet good man has 
Packed his trunk and left. 
Ma sweet good man has 
Packed his trunk and left. 
Nobody to love me: 
I1!!) gonna kill ma self. 
Shall I carve ma self or 
That man that done me wrong? 
•'Lieve I'll jump in de river 
Eighty-nine feet deep. 
'Lieve I'll jump in de river 
Eighty-nine feet deep. 
Cause de river's quiet . 
An' a po' gal can sleep. 
In another poem entitled "Lament Over Love" the victim declares that 
love can hurt more than anything else but at the same time the only way 
you can be really happy in this life is to have someone to love all the 
time. Both women in essence are saying without someone to love, life is 
just not worth while. Love creates a paradoxical situation in the mind 
of the "victim," but one which these women would not want to live without. 
Love is like whiskey, 
Love is like red, red wine. 
Love is like whiskey, 
0, like sweet red wine. 
If you wants to be happy 
You got to love all de time. 
\angston Hughes, "Suicide," Fine Clothes to The Jews (New York: 
Alfred A. Knopf, 1927), p. 20. 
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I'm goin' upin a tower 
Tall as a tree is tall. 
Say up in a tower 
Tall as a tree is tall. 
Gonna think about ma man an' 
Let ma fool-self fall.^ 
And Cora in the poem of the same title» while not despondent to the 
point of suicide» has had so many love experiences go sour that she refuses 
to leave her self open for another heartache. She vows never to all in 
love again. She seems to have always been taken advantage of by the men 
she has fallen in love with before, and they all have caused her misery. 
I broke ma heart this mornin*. 
Aint got no heart no mo.* 
Next time a man comes hear me 
Gonna shut an1 lock ma door 
Cause they treats me mean,- 
The ones I loves . 
They always treats me mean.0 
While the majority of the poems dealing with the love lorn treat the 
strong love attachment these women have for their men, two poems touch 
upon a particular social condition that has affected the love life of 
Negroes as well as their domestic and social and political lives,—lynch- 
ings. These two poems are "Song For A Dark Girl" and "Gal's Cry For a 
Dying Lover." 
In "Song For A Dark Girl," which is representative of this social 
conditioning, the young woman speaks of a broken heart because she has lost 
her lover. He has not deserted her in the sense that the men in other 
poems have, but he has left her through death, lynched in Dixie. This poem 
addresses itself to the futility of prayer for her lover since he is black 
^Langston Hughes, "Lament Over Love," Fine Clothes to the Jews (New 
Yorks Alfred A. Knopf, 1927), p. 81. 
^Langston Hughes, "Cora," Fine Clothes to the Jew (New York: Alfred 
A. Knopf, 1927), p. 58. 
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and in the South and his fate seems predetermined. Love for this young 
woman only can mean death. She does not blame her man nor another woman 
for the loss of her lover but rather she blames the South and indirectly 
the American system which permitted crimes to be committed with little or 
no redress. 
Way Down South in Dixie 
(Bruised body high in air) 
I asked the white Lord Jesus 
What was the use of prayer. 
Way down South in Dixie 
(Break the heart of me) 
Love is a naked shadow _ 
On a gnarled and mated tree.' 
The category "Love Lorn" treates the varied reactions of women in love. 
The majority of the poems deal with women whose men have deserted them. 
Their reactions reflect despondency, hopelessness, and futility. But the 
majority have no real regrets, they only feel love for one man, no matter 
how badly they were treated. They all are dedicated to one man even to 
the point that they would rather die than live without that particular man. 
Their lives revolve around their man; he is the source of their happiness 
as well as their unhappiness. In Hughes' treatment of these women, they 
seem to always be mistrated by their respective lovers. Hughes does not 
seem to view women in love in a favorable light from this stance. They 
are taken advantage of and make no attempts to fight back, therefore, there 
seems to exist a tragic flaw in these women's basic character. 
"The Gun" by Hughes has an unforgetable pathos developed throughout 
the story plot. The pathos created causes the reader to be more sympathe¬ 
tic to the woman searching for love than with the women in the previously 
^Langston Hughes, "Song For A Dark Girl," Fine Clothes to the Jews 
(New York: Alfred A. Knopf, 1927), p. 75. 
mentioned poems. The reason for their loss in love are not developed 
enough to create much sympathy. Sympathy is negated because of their 
willingness to have the same man back after he has mistreated them so badly. 
Their suicidal tendencies or their feeling of not wanting to live without 
the love of their man seems to make them appear even weaker. It shows 
blind dedication. Flora Belle, on the other hand always seems to have been 
mistreated not only in love; from childhood through adulthood she has been 
victimized and shuned by the society at large. 
The opening paragraph of 'The Gun" summarizes the intensity of the 
isolation from the rest of the human race that Flora Belle has experienced. 
She has been an outsider and an outcast who has never quite fitted into 
any group. 
Picture yourself a lone bird in a cage with monkeys, or 
the sole cat in a kennel full of dogs. Even if the dogs 
became accustomed to you, they wouldn't make the best of 
playmates; nor could you, being a cat, mate with them, 
being dogs. Although, in the little town of Tall Rock, 
Montana, the barriers were less natural than artificial 
(entirely man-made barriers, in fact), nevertheless, to 
be the only Negro child in this small white city made 
you a stranger in a strange world; an outcast in the house 
where you lived; a part of it all by necessity, and yet no 
part at all.® 
Flora Belle's face, as she grew up, had a lugubruous 
expression about it that would make you laugh if you 
didn't know her-but would make you sorry for her if you 
did know her.9 
After her mother died Flora Belle moved with her father from one city 
to another and then she moved finally to San Francisco by herself. Flora 
Belle since high school graduation had always done domestic work and when 
p 
Langston Hughes, "The Gun," 
Wang,1963), p. 154. 
Something in Common (New York: Hill and 
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she moved to San Francisco by herself, she fell in with a group of porters 
and maids. The only reason they socialized with Flora was because she was 
free with her money when it came to buying food and drinks for the parties 
they had. Nonetheless, Flora never seemed to fit in. Flora unfortunately 
fell in love, but she did not find out until it was too late that the man 
she fell in love with was married and had children. Her lover's only in¬ 
terest was in securing what monetary and material proceeds he could from 
Flora. And no matter how hard Flora tried to fit into any given group, 
she still remained basically an outcast. 
She was usually an odd number, though, having no man. 
Nevertheless, she would come by herself to the parties and 
try her best to be a good sport, to drink and be vulgar. But 
when she was drunk, she was still silent and couldn't think of 
anything much to say. She fell in love with a stevodore and 
used to give him her pay regularly and buy him fine shirts, but 
he never gave her any matrimonial encouragement, although he 
would take whatever she offered him. Then she found out that he 
was married already and had four children. He told her he didn't 
want her, anyway.^ 
Flora Belle then traveled from one city to another after her brief 
love affair in San Francisco. She was well past thirty and all she had to 
show for her many years of domestic work. She felt extremely tired and 
lonely, to the point that she wanted to die. The tragedy in this story 
lies with Flora finally finding some assurance in her life with a "black 
cold, steel-like heavy and hard" gun. The gun for Flora became her 
assurance that anytime she wanted to leave this world she could do so. The 
gun that Flora kept by her pillow was company for her, someone to tell her 
problems and thoughts to. The gun became Flora's companion, friend, 
and her lover all rolled into one. With this new assurance of having some- 
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thing that belonged to her and nobody could take away, Flora's personality 
began to change. She become more friendly with her latest employers and 
their children. Clinging to the gun at night seemed to give Flora a pur¬ 
pose for living one she could not find before. Flora Belle lies in her 
neurotic obsession with the gun because she could not find love with her 
Fellow beings. Society had shut the door on Flora, and she, in turn, 
had to shut the door on her own humanity. 
The majority of the women in the preceeding poems are victims of 
themselves, in the sense that they close their eyes and minds to the true 
nature of their lovers, but society has not affected their circumstances 
as in the case of Flora. Hughes for the most part has demonstrated that 
the Negro woman in love is weak and vulnerable and her interests outside of 
her love relations are nonexistent. The majority are easily fooled and 
deceived and do not exercise the strength and durability that the Negro 




Langston Hughes' views of Negro motherhood are summed up in his poem, 
"The Negro Mother." To Hughes the Negro mother exemplifies strength, dura¬ 
bility, humbleness, and complete devotion to the welfare of her children. 
The mother in 'The Negro Mother" represents a prototype of the subsequent 
examples of Negro motherhood in the remainder of the study. Hughes depicts 
the Negro mother as a unique individual with special qualities which super¬ 
cede the attitudes and attributes of those characters closely associated 
with them. Hughes' Negro mother also represents a strong matriarchal 
figure, who not only is the backbone of her immediate family but has served 
as the inspirational and physical backbone of her people as well. 
In Hughes' estimation the Negro mother has been a fighter out of sheer 
necessity. In order for her family as well as her race to gain materially, 
educationally, politically, etc., she has had to struggle and perservere 
with dogged determination and zeal. 
Sometimes, the valley was filled with tears, 
But I kept trudging on through the lonely years, 
Sometimes, the road was hot with sun, 
But I had to keep on till my work was done: 
I had to keep on! No stopping for me- 
I was the seed of the coming Tree- 
I nourished the dream that nothing could smother 
Deep in my breast- The Negro Mother.* 
* Langston Hughes, "The Negro Mother," The Negro Mother (New York: 
Golden Stair Press, 1931)# p. 16. 
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According to Hughes, the Negro mother has played a major part in 
building this country. She has had to suffer many personal indignities 
and insults since the days of slavery. In the past the Negro mother has 
not been accorded the respect she was due and has often been treated inhu¬ 
manely. Alas, she has been a victim of the white man's lust. 
I am the one who labored as a slave, 
Beaten and mistreated for the work that I gave 
Children sold away from me, husband sold, too 
No safety, no love, no respect was I due 
A prey to white passion, a slave to white lust, 
Nothing was too low for me then, in the dust.2 
The Negro mother had a dream, a dream that someday because of her 
suffering her children would benefit. Her dream included a vision of a 
brighter future for all succeeding generations of black men. All the many 
educational opportunities that she was denied she believed would be realized 
through her children. The Negro mother's happiness is derived from the 
successes and inroads her children make. The Negro mother's basic dream 
is for a better tomorrow for her children. 
Now, through my children, I'm reaching the goal. 
Now, through my children, young and free, 
I realize the blessings denied to me. 
I couldn't read then. I couldn't write. 
I had nothing back there in the night.’ 
The Negro mother wants the future generation of black children to 
remember her struggle so that they may gain inspiration, inspired with 
such zeal that they will never give up the struggle for their human and 
civil rights. According to the poem "The Negro Mother," the Negro mother 
has layed down solid foundation from which she expects her children to 
2Ibid.. p. 16. 
^Ibid.. p. 16. 
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build from and knock down the barriers and obstacles placed there to hamper 
the Negroes' progress. 
A11 you dark children in the world out there, 
Remember my sweat, my pain, my despair. 
Remember my years, heavy with sorrow- 
And make of those years a torch for tomorrow. 
Make of my past a road to the light 
Out of the darkness, the ignorance, the night. 
Believe in the right, let none push you back. 
Remember the whip and the slaver's track. 
Remember how the strong in struggle and strife 
Still bar you the way, and deny you life» 
But much ever forward, breaking down bars. 
Look ever upward at the sun and the stars. 
Oh, my dark children, may my dreams and my prayers 
Impel you forever up the great stairs. 
For I will be with you tilt no white brother 
Dares keep down the children of the NEGRO MOTHER.4 
In another one of his poems Hughes emphasizes the motif of struggle, 
the struggle of the Negro mother to survive in a white dominated society, 
the struggle to support her family and help her family make ends meet. 
"Mother to Son" is a message poem. It is a poem about a mother giving to 
her son the one key rudiment or guiding principle necessary for his sur¬ 
vival, "...don't turn back./ Don't you set down on the steps/ Cause you 
finds it kinder hard."^ Her life has had, 
...tacks in it, 
And splinters, g 
And boards torn up,... 
Boards torn up in the context of this poem could represent the obstacles 
this mother has had to face in life, such as, denial of a job, refusal to 
rent a certain house to this mother because of race, refusal to serve her 
in public places, being sold inferior goods for exorbitant prices, etc. 
4Ibid.. pp. 16-17. 
^Langston Hughes, "Mother to Son," The Weary Blues (New Yorks Alfred 
A. Knopf, 1926), p. 107. 
6Ibid. 
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The obstacles In this sense represent all the manifestations and ramifi¬ 
cations of racial prejudice faced by this mother* But this mother kept 
climbing even when there seemed no way or there was no sign of change and 
she seemed to be in the dark. "And sometimes goin1 in the dark/ where 
there ain't been no light."7 Her philosophy for survival has grown out of 
her own bitter experiences and she passes it on to her son that he may 
endure the obstacles he will confront in life. Although her son can't see 
how he can do any better or survive at the moment, his mother advises him 
to never give up but keep on climbing and never fall, and don't turn back 
and give up but keep climbing, just as she plans to continue her fight for 
her rights. 
Both mothers in the preceeding two poems demonstrate a dominant trait 
in Hughes' Negro mother, durability and endurance and a strong desire to 
create in their children the same sensibility to racial barriers and the 
stamina to pursue and perservere so that the barriers will fall. 
In addition to instilling in their children a strong sense of survival 
the Negro mother also attempts to protect and absorb the shocks the child 
might experience from racial prejudices and injustices and also make them 
understand the truths inherent in America's segregated society. To counter 
act the racial slights that her child might have to face, one mother tried 
to create for her child an appreciation of his own people—a strong sense 
of racial pride and identity. 
Hattie Gutierrez, the mother in "Spanish Blood," was a Harlem laund¬ 
ress, who had borne a son by a Puerto Rican sailor. After twelve years he 
disappeared and consequently Hattie was left to raise her son by herself. 
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She resented certain traits in her son which she attributed to his father's 
heritage. Hattie was essentially disappointed in her son, because he had 
exploited women and gained his livelihood in this manner since he was 
seventeen. Hattie did not consider Valerio's living off of women's work. 
She never relinquished her job at the Chinese laundry where she worked, 
because she sensed that her son's schemes to exploit women would eventually 
collapse from underneath him. Hattie feared that her son would never really 
amount to much, his values did not stem from practical thought like his 
mother, but more from the adventuresome vein. 
Hattie and her son differed not only on type of work that her son 
should engage in, but on their attitude about their own race. Valerio's 
mother felt very strongly about her people. She believed that if her son 
was 1n an environment composed of Negroes rather than his Spanish speaking 
friends, then he would acquire what Hattie considered to be the proper 
values. Hattie believed that the Negro people could provide for her son 
the correct model from which to pattern his lifestyle, attitudes, and values. 
One of Hattie's goals was to move to Harlan, in hopes that their close proxi¬ 
mity to the Negro people would exert a positive influence on her son. On 
the other hand her son had no inclination to move to Harlem and be associated 
exclusively with Negroes. 
'You better trabahar,' his mama answered. 'And I mean work, too! 
I’m tired o' cornin' home every night from that Chinee laundry and 
findin' you gone to the dogs. I'm gonna move out o' this here 
Spanish neighborhood anyhow, way up into Harlem where some real 
colored people is, I mean American Negroes. There ain't nobody 
settin' a decent example for you down here 'mongst all these 
Cubans and Puerto Ricans and things. I don't care if your father 
was one of 'em, I never did like 'em real well.'8 
®Langston Hughes, "Spanish Blood," Something in Common (New York* 
Hill and Wang, 1963), p. 59. 
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Valerio did not understand his mother's feelings for her own race and 
share her love of his people and he consequently thought of Harlem as a 
prison and considered association with Negroes a step backwards. 
'...I mean stop talking like most colored folks- just 
because you're not white» you don't have to get in a corner 
and stay there. Can't we live nowhere else but way up in 
Harlem, for Instance? Down here in a Hundred Sixth Street, 
white and colored families live in the same house-Spanish- 
speaking families, some white and some black, What do you 
want to move farther up in Harlem for, where everybody's all 
black? Lots of my friends down here are Spanish and Italian, 
and we get along swell.'9 
Hattie Gutierrez on the other hand knew that no matter how much her 
son chose not to identify with the Negro race or felt that he was Latin 
American, because of certain features he had inherited from his father, 
American society thought of him as a Negro. Denial of his race did not 
erase the fact that he would be considered under any circumstances a mem¬ 
ber of the Negro race. Hattie believed you could not run away from your¬ 
self, and she tried to maker her son accept certain basic truths about the 
racial situation in the American society. 
'That's just what I'm talkin' about,' said his mother. 
'That’s just why I'm gonna move. I can It keep track of you, 
runnin' around with a fast foreign crowd, all mixed up with 
every what-cha-ma-cal1-it, lettin' all shades of women give you 
money. Besides, no matter where you move or what language you 
speak, you're still colored less'n your skin is white.' 
'Well, I won't be,' said Valerio, 'I'm American, Latin 
American.' 
"Hugh!' said his mama. 'It's just by luck that you even 
got good hair.' 
'What's that got to do with being American?' 
'A mighty lot,' said his mama, 'in America.'1° 
When Hattie and Valerio did move to Harlem's 143rd Street, conditions 
didn't improve any as far as Valerio's attitudes about work or racial 
identification were concerned. Valerio fast became known as a "big-timer, 
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a young sport, a hep cat, a man-about-town."^ But, Valerio's mama, "still 
kept her job ironing in the Chinese laundry—but nobody bothered about his 
mama."12 However, Valerio did help his mother meet expenses, when he was 
working at some sort of job. Because of her son's reputation Hattie stilled 
feared that he would someday get into serious trouble. Hattie maintained 
her job because she sensed that someday her son would need what financial 
support and maternal support she had to offer him. 
Finally, Valerio found a job dancing at a club and he was so popular 
that the man who ran the cabaret decided to capitalize on Valerio's danc¬ 
ing talents and goods looks. Sonny, the cabaret manager, decided that they 
would open an apartment together where people could come after the night 
clubs closed. The money would be made from the sale of drinks and Valerio 
would do the entertaining, dancing nightly. In addition, they paid off the 
police every week. Sonny's scheme came to an abrupt end sooner than he 
anticipated. Some local gangsters became insensed over the profits of the 
apartment as well as Valerio's friendliness with a white female entertainer. 
The gangsters and the local police stormed the apartment one evening and 
Sonny and Valerio and every black in the apartment were beaten unmercifully; 
Valerio's mother's warning that locality or speech would not change his 
role of being a Negro in America came true. 
Strangely enough, the police, instead of helping protect 
the place from the gangsters, began themselves to break, not 
only the furniture, but also the heads of every Negro in sight. 
They started with Sonny. They laid the barman and the waiter 
low. They grabbed Valerio as he emerged from the bedroom. They 
beat his face to a pulp. They whacked the piano player tweice 
across the buttocks. They had a grand time with their night 
sticks. They arrested all the colored fellows (and no whites) 
as the gangsters took their axes and left. That was the end of 
Valerio's apartment.^3 
11Ibid., p. 61 
12Ibid. 
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After Valerio was released from the hospital he had but one place to 
turn and that was home to mama. He had been black balled by the gangsters 
and no night club owner would hire him. His mother remarked* 'Um-hura! 
'Good thing I kept my job in that Chinee laundry. It's a good thing... 
Sit down and eat, son.'^4 
Unfortunately Valerio still hadn't learned his lesson, for he had 
plans to start dancing again in a club in Brazil with a woman paying his 
expenses. But without his mother's fortitude and hindsight to keep on 
working, Valerio would not have had anywhere to turn when he was released 
from the hospital or anywhere to turn in between his escapades with various 
women. Valerio doesn't seem to have learned his lesson but what his mother 
sensed would be the pattern of his life, going down hill did come to pass. 
Her belief that no matter what language you speak or the texture of your 
hair, you still had to be white in America if you wanted to pattern your 
life style after Whites and infringe on their territory. Although Hattie 
Gutierrez was unable to Convince her son about the true picture of race 
relations, she comes through as a mother trying to protect her son, trying 
to make him see the black/white relations in America. She was a hard 
working person, trying to make a honest living and not by preying or taking 
advantage of others as her son did. And she also demonstrates a strong 
sense of racial pride. She believed that the correct model he should have 
followed would be found among the Negro race and not outside the race. She 
is so dogmatic in her faith in her own race that she can very easily be 
called ethnocentric. 
Still in another short story Hughes not only demonstrates the Negro 
14Ibid. 
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mother's desire to protect her children, but the desire to make sure that 
the educational opportunities denied her are not denied her children. 
Although the basic plot in "Father and Son" involves the racial ten¬ 
sion between Colonel Norwood, a white plantation owner, and his half Negro 
son, Bert by Coralee Lewis; Bert's mother demonstrates two significant 
attributes Hughes selected to emphasize in his treatment of Negro mother- 
hood-physical and educational welfare of her children and protection of her 
children from being victimized by whites. 
Arrangements had been made for Coralee's children to have some form 
of secondary education over the years and when the youngest child (Sallie) 
had left and gone away, the little county school was closed. A part of 
Coralee's dream had been realized, just as the dream of the mother in the 
poem "The Negro Mother" was beginning to be realized, "Now, through my 
children, young and free,/ I realize the blessings denied me./ I couldn't 
read then. I couldn't write./ I had nothing, back there in the night."15 
Only the Lewis niggers (old man Norwood's kids by Cora) went 
away to school in these parts. And with the going of Sallie, 
the youngest, the little county school at Norwood's Crossroads 
closed up, and didn't open any more. Sallie was the Colonel's 
last child-no other niggers need a school.16 
Of all of Cora's children, Bert her youngest son, could not conform 
to the Colonel's philosophy of blacks staying in their place. Bert wanted 
to be recognized as the Colonel's son, not as the hired help on the plan¬ 
tation. His mother tryed to warn him not to incur the Colonel's wrath, 
but to no avail, for Bert antagonized the Colonel to the breaking point. 
When Bert was younger an altercation had occurred between the Colonel and 
^Lanqston Huqhes, 'The Neqro Mother," The Neqro Mother (New York: 
Golden Stair Press, 1931), p. 16.  a  
l^Langston Hughes, "Father and Son," Something in Common (New York: 
Hill and Wang, 1963), pp. 113*114. 
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Bert which initiated the hostility between the two, which increased even 
more the summer Bert came home from school. The Colonel had ordered Bert 
to work in the fields like the other Negroes or else he would not be 
allowed to return to the Institute in Atlanta in the fall, where he was 
completing his education. Bert refused and consequently he was not allowed 
to return to school in the fall. Friction mounted between the two until 
one day the Colonel called Bert to his study. Bert's mother cautioned him 
not to be rash with the Colonel, but Bert was too obstinate to heed his 
mother's warning. The two men got into a heated argument and the Colonel 
pulled out his pistol and Bert in retaliation strangled his father to 
death. 
Cora's immediate reaction to the preceeding events is important in 
supporting the theme of the Negro mother always trying to help and protect 
her child from harm, no matter what he has done. 
'Run,1 she said, rising and going to him. 'Run, Childe! 
Out the front way quick, so's they won't see you in the 
kitchen. Make fo' de swamp, honey. Cross de fields fo' de 
swamp.' Go de crick way. In runnin' water, Dogs can't smell 
no tracks. Hurry, son!'17 
Cora's main concern was that her son flee immediately in order that 
he might escape the clutches of a lynch mob. Cora becomes hysterical 
after her son runs from the room and she begins to talk to the corpse 
of the Colonel. In Cora's mind, the Colonel's spirit is out there with 
the lynch mob and she vows she will protect her son to the end from the mob. 
Gradually Cora stopped shaking him. Then she rose and backed 
away from this man she had known so long. 'I might a-knowed it- 
you'd be like that, sendin' ma boy out to die.' I might a-knowed 
it ever since you beat him that time under de feet of de horses. 
Well, you won' mistreat him no more now. That's finished.' She 
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went toward the steps. 'I'm gonna make a place for him. Up¬ 
stairs under ma bed...He's ma chile, and I'll look out for him... 
I bored you five children and now,' her voice rose hysterically, 
'one of em's out younder runnin' from your people. Our youngest 
boy's out yonder in de dark, runnin'! I'spects you's out there, 
too, with de rest of de white folks. Uh-um! Bert's runnin' from 
you too.'1° 
When Bert returned to the house because he was unable to throw the 
mob off his trail, Cora once again insured her son she would not let the 
mob capture him. Bert had one bullet left in the gun he fled with to the 
swamps, and he declared he would use that one bullet to take his life rather 
than be captured alive. Cora promises her son she will respect his wish. 
So when the mob storms the house, Cora does not let them up the stairs 
until she hears that final shot ring out. 
Corealee was interested in protecting her children and trying to pro¬ 
vide for them the best she knew how, and see to it that the opportunities 
denied her would not be denied them. Coralee seemed to have had at one 
time a genuine love for the Colonel but in her final throws of anguish over 
her son, she cussed his very existence, because of her son's fate. 
In the short story "Cora Unashamed," the matriarchal image of the 
Negro mother is even more pronounced. Not only does Cora represent the 
strong matriarchal figure, which Hughes considers the dominant character¬ 
istic, of the Negro mother, but he also demonstrates Cora's humble quality 
and great respect of human life, which enhances her motherhood traits. 
Cora was the oldest of eight children and the burden of providing for 
her sisters and brothers, father and mother became her responsibility. 
When all the children went away then she became the sole support of her 
• » pp. 130-131. 
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family. She paid the nortgage, and looked after the general welfare of 
her parents* In addition to her family Cora had the responsibility of 
caring for the bulk of the work done in her employers household, the 
Studevants. Her employers literally treated her like a dog; she did the 
cooking, ironing, nursing of the aged members of the Studevant family and 
eventually the raising of the Studevant's youngest child Jessie, 
The most concise and accurate interpretation of Cora's attitude and 
general appearance is that given by the author of the story, "Cora was 
like a tree-once rooted, she stood in spite of storms and strife, wind, 
and rocks, in the earth." A close examination of the plot of the story 
will bear this statement out and show just how strong and determined Cora 
was. Cora definitely had strong convictions of her own and did not waver 
or bend toward anyone else. She stood by her own beliefs. 
Cora had one guiding principle which the town of Melton did not seem 
to perceive and appreciate, her love of human life, regardless of the man¬ 
ner of conception. This is one factor the town failed to understand just 
as they could not understand her relationship with Joe, a white I.W.W. 
worker, by whom Cora conceived a child. Although Cora was not concerned 
about what people thought about her love affair with Joe, Langston Hughes 
finds it necessary to defend Cora's behavior in view of the town's criti¬ 
cism of Cora. 
Here was the first man and the last she ever remembered 
wanting. She had never known a colored lover. There weren't 
any around. That was not her fault.19 
After it was known that Cora was expecting, everyone closely associated 
^Langston Hughes, "Cora Unashamed," The Ways of White Folks (New 
York: Alfred A. Knopf, 193*0» p. 4. 
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with Cora deserted her, her employers released her from her duties and 
sent her home, her father cussed and her mother cried, and of course Joe 
left town. No one seemed to show her any understanding they merely shoved 
her away and showed no compassionate feelings toward Cora's situation what¬ 
soever. Cora's attitude toward her self and her situation are worth noting. 
Cora did not feel ashamed nor did she think it a disgrace and she really 
didn't care what white people said or thought. Cora's primary concern was 
her child, for she realized that Joe would never have married her anyway. 
If whites and blacks could not get reconciled, their differences at this 
point in history, then Cora felt her baby would be a symbol of the possible 
reality that one day might come to pass, whites and blacks united as one. 
Cora definitely realized that there were two worlds, and she was not living 
in a dream world when she considered giving birth to her child. 
Cora was humble and shameless before the fact of the 
child. There were no Negroes in Melton to gossip, and she 
didn't care what the white people said. Of course, she 
hadn't expected to marry Joe, or keep him.20 
He was of that other world, too. But the child was 
hers-a living bridge between two worlds. Let people talk.^1 
When Cora's baby was born, she named her Josephine after the father. 
She took her to work with her until the Studevants objected to her playing 
with their baby Jessie. Shortly thereafter Cora's baby died of whooping- 
cough. Cora's child's death brought a reaction that was quite out of charac¬ 
ter for her. 
Not only did Cora feel the pain of her loss, but the town also felt 
her extreme anguish. Cora's behavior immediately following the burial at 
2°Ibid., p. 6 
the graves!te and the drive home with her father would be remembered for 
quite some time. She cursed and cried with such fervor that her own 
father was taken aback and shocked. All the love Cora had for her child 
poured forth that day. In her agony she even cursed God for taking her 
child away. 
Cora was not humble before the fact of death. As she turned 
away from the hole, the tears came-but at the same time a 
stream of curses so violent that they made the grave tenders 
look up in startled horror. 
She cussed out God for taking away the life that she herself had 
given. She s:reamed, 'My Baby! God damn it!1 She looked at the 
sky where the sun was setting and yelled in defiance. Pa was 
amazed and scared... All through the ugly Town Cora wept and 
cursed, using all the bad words she had learned from Pa in his 
drunkeness.22 
But after a week, Cora returned to her job at the Studevants and 
transferred the love she had held for her child to the Studevants' little 
girl, Jessie. Once again Cora was humble, Cora was only humble in the 
face of life or the prospect of a new life coming into being. Cora was 
never humble in the face of death. She never complained and was rather 
reserved except in the face of death. 
The next week she went back to the Studevants, she was 
gentle and humble in the face of life-she toved their baby.2’ 
Of the four Studevant children, Jessie was what might be termed a slow 
learner. Her family neglected and ignored her and showed no understanding 
whatsoever. The only comfort, care, understanding, and gentleness, Jessie 
received was from Cora. Cora loved Jessie and Jessie seemed to reciprocate 
or at least knew where she could turn when things went awry. Cora had 
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simply given her own child had she lived. Her maternal interests and con¬ 
cerns in Jessie were an expression of the love she had wanted to share 
with her own child. 
Like all the unpleasant things in the house, Jessie was 
left to Cora. And Cora was happy. To have a child to raise, 
a child the same age as her Josephine would have been, gave 
her a purpose in life, a warmth inside herself. It was Cora 
who nursed and mothered and petted and loved the dull Jessie 
through the years.24 
When Jessie became pregnant out of wedlock, Jessie's family went into 
hysterics but Cora's attitude was as it always was, undaunted by the events 
of life. Since Jessie was afraid to tell her mother Cora had assumed the 
unpleasant task. As always Cora's main interest was the fact that a new 
life was coming into the world not the manner of conception. Because 
Jessie did want her baby regardless, Cora saw no harm in having a baby 
that you wanted, no matter what the circumstances of the conception. Cora 
was always humble in the face of life. Jessie's mother and relatives were 
more concerned about a scandal than Jessie's desire to have her baby but 
this was not the case with Cora, 
•She ain't in trouble neither,' Cora insisted. 'No 
having a baby you want. I had one.' 
'Shut up, Cora.' 
'Yes, m'am...but I had one.' 
'Hush, I tell you.' 
'Yes, m'am.'25 
Jessie was hurried away to have an abortion and when she came back 
she literally wasted away. Jessie was not as strong as Cora had been when 
she lost her child. She refused to eat and within a month she died. At 
the funeral Cora reacted in much the same way she had when her little girl 
24lbid.. p. 11 
25Ibid. 
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died. Cora told about the abortion and accused the Studevants of mur¬ 
dering their own child and the baby that could have been Jessie's. 
...Cora got up from her seat by the dining-room door, 
she said, 'Honey, I want to say something.' She spoke as 
if she were addressing Jessie. She approached the coffin 
and held out her brown hands over the white girl's body. 
Her face moved in agitation. 
People sat stone-still, and there was a long pause. 
Suddenly she screamed. 'They killed you! And for nothin' 
...They killed your chi Id...They took you away from here 
in the springtime of life, and now you're gone, gone, 
gone!'26 
The Studevant's males forcefully ushered Cora out the door. While 
Cora was struggling on her way out the door she accused the women of the 
abortion and, "At the door she sobbed, great tears coming for the love 
of Jessie.1,27 
Cora's most memorable quality is her love of human life. Cora re¬ 
mained humble although she bore the burden of responsibility for two 
families, her own and the Studevants. Cora was humble in the face of 
life but extremely reactionary in the face of death. 
All of the Negro mothers discussed in this study stood out as strong 
matriarchs. They supported their families spiritually and materially, 
because there was no male who would or could. Their lives revolved around 
their children. They seemed to have had but one objective and that was 
the welfare of their children, that their children's lives might be more 
secure than theirs. They were aware of the society at large and tried to 
instill in their children principles for facing and coping with the out¬ 
side world and its racist make-up. They believed in standing by their 
children under any and all circumstances. The Negro mother to Hughes 
meant the complete devotion of the mother to her child or children. 
26ibid.t p. 16 
27Ibid.. p. 17 
CHAPTER V 
BLACK FEMALES» VIEWS ON RACIAL PRIDE 
The following women to be discussed exemplify a strong belief in 
the beauty and the dignity of the black race. They all are aware of the 
policy of inequality toward blacks and display in their thoughts or actions 
their displeasure over this policy in America. They believe blacks should 
have the right to express themselves artistically and politically. The 
stories to be examined are, “One Friday Morning," "The Blues I'm Playing," 
and "Gumption." Although the black female heroines in these short stories 
are not all very outspoken or verbal, their innermost thoughts and some¬ 
times their behavior relates what they cannot always articulate. 
Nancy Lee in "One Friday Morning" reveals through her thoughts her 
strong sense of racial pride and her belief that someday America will accord 
black Americans the recognition they are entitled. She is the only black 
female discussed so far who is optimistic that America will recognize that 
blacks are a part of the American dream and are entitled to the same, social, 
civil, and political rights as white Americans. Nancy Lee's reaction over 
her anticipation of receiving a high school art scholarship from the Artist 
Club and her subsequent reaction when the Artist Club because of its dis¬ 
criminatory practices reversed its initial decision are the subject to be 
examined in this story. 
Before Nancy Lee had officially heard from her principal that she was 
to receive the art award, she thought how proud she was to be an American, 
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a Negro American. Her thoughts turned to the rich African heritage from 
which she sprung, and the pride and awareness both her parents and her art 
teacher had instilled in her. 
Nancy Lee was proud of being American, a Negro American 
with blood out of Africa a long time ago, too many generations 
back to count. But her parents had taught her the beauties 
of Africa, its strength, its son, its mighty rivers, its 
early smelting of iron, its building of the pyramids, and its 
ancient and important CIVILIATIONS. And Hiss Dietrich had 
discovered for her the sharp and humorous lines of African 
sculpture, Benin, Congo, Makonde.^ 
The painting that Nancy was to have received the award for appeared 
simple to the naked eye but held a deep symbolic meaning for Nancy Lee. 
To those whose perception was not closely atuned to Nancy's they saw only 
a "scene in the city park on a spring day with the trees still leaflessly 
lacy against the sky, the new grass fresh and green, a flag on a tall pole 
in the center, children playing, and an old Negro woman sitting on a bench 
* 
with her head turned.But the painting for Nancy Lee represented her 
strong belief that America would some day fulfill its promise of equality 
for all men, especially the black man In America. It represented the future 
for blacks in America as Nancy Lee perceived blacks' future in America, 
all races united under the same flag and proud to be American—..." for 
in her mind the flag, the spring, and the woman formed a kind of triangle 
holding a dream Nancy Lee wanted to express. 
Dreams began to dance through her head, plans and ambi¬ 
tions, beauties she could create for herself, her parents, 
and the Negro people—for Nancy possessed a deep and reverent 
race pride. She could see the old woman in her picture (really 
^Langston Hughes, "One Friday Morning," Something in Common (New York: 
Hill and Wang, 1963), p. 85. 
2Ibid.. p. 86. 
^Ibid.. p. 87. 
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her grandmother in the South) lifting her head to the bright 
stars on the flag in the distance. A Negro in America! Often 
hurt, discriminated against, sometimes lynched—but always there 
were the stars on the blue body of the flag.** 
And when Nancy Lee prepared her acceptance speech in her mind, she 
did not think what the award meant personally to her. Nancy Lee believed 
the recognition she was to have received that Friday morning for her ar¬ 
tistic accomplishments represented a milestone in race relations. The fact 
that one member of her race was given recognition, meant that it would be 
possible in the future for other blacks to be given opportunities such as 
the scholarship Nancy was to have received and be able to compete on an 
equal footing in other areas with whites. In Nancy's mind this represented 
a new dawn for blacks in America and a new banner of hope to wave. 
■Judges and members of the Artist Club. I want to thank 
you for this award that means so much to me personally and 
through me to my people, the colored people of this city who 
sometimes, are discouraged and bewildered, thinking that color 
and poverty are against them. I accept this award with grati¬ 
tude and pride, not for myself alone, but for my race that 
believes in American opportunity and American fairness.... I 
suppose the judges know that every week here at assembly the 
students of this school pledge allegiance to the flag. I 
shall try to be worthy of the pledge and of the help and 
friendship and understanding of our American dream of "Liberty 
and justice for a11 ! *5 
The morning of the awards presentation Miss O'Shay, the principal of 
Nancy's high school, summoned Nancy into her office to tell her about the 
Artist Club's reversal of their decision. Miss O'Shay sympathized with 
Nancy's situation and the discriminatory practices of America which was 
the basis of the Artist Club's reversed decision, but there was nothing 
Miss O'Shay could do about the change in the decision. Instead of losing 
4Ibid.. p. 89. 
^Ibid.. pp. 90-91. 
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hope altogether and feeling dejected, Nancy made a new vow to herself, 
that when she became an adult she would see that the events of that morn¬ 
ing would not happen to any young lady in the future* Nancy had rededi¬ 
cated her life. Once again Nancy's thoughts turned to the future which 
would see to it that America be made to live up to its promise of equality 
and justice for all. 
'There will be other awards, ' Nancy Lee thought. "There're 
schools in other cities. This won't keep me down. But when I'm 
a woman, I'll fight to see that these things don't happen to 
other girls as this has happened to me...' 
One hand went to the heart, the other outstretched toward 
the flag. Three thousand voices spoke. Among them was the 
voice of a dark girl whose cheeks were suddenly wet with tears, 
...one nation indivisible, with liberty and justice for all.' 
'That is the land we must make,' she thought.^ 
"The Blues I'm Playing" treats another young woman that has achieved 
a certain amount of artistic recognition. Oceola Jones' views contrast 
with those of Nancy's Lee. She is not as optimistic about future race 
relations in America as Nancy Lee. But Oceola did share with Nancy a deep 
sense of racial pride. Oceola Jones' Views on art and life contrasted 
sharply with her patron, Mrs. Dora Ellsworth also. The main focus of the 
analysis of this particular short story is Oceola's attitudes about the 
Negro people and their marginal existence in America. Also, Oceola's 
interpretation of the significance of black musical forms will be analyzed. 
Oceola before coming into contact with Mrs. Dora Ellsworth had earned 
her living by teaching piano lessons, rehearsing a church choir, and she 
played almost nightly for Negro house parties or dances. Mrs. Ellswroth 
was so impressed by Oceola's piano technique and style, she decided to 
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become her patron. Consequently, Mrs. Ellsworth and Oceola toured 
abroad where Oceola was exposed to a more varied audience. 
Oceola had no complicated philosophies on art or life; she simply 
loved life and her music. At the same time her past experiences did re¬ 
sult in her sharing some beliefs of some Marxists students she met abroad 
on basic humanitarian ideals. 
Why did they or anybody argue so much about life or 
art? Oceola merely lived-and loved it. Only the Marxian 
students seemed sound to her for they, at least, wanted 
people to have enough to eat. That was important, Oceola 
thought, remembering, as she did, her own sometimes hungry 
years. But the rest of the controversies, as far as she 
could fathom, were based on air.7 
Oceola believed that racial prejudices and discrimination would still 
exist no matter how widely acclaimed, or the degree of recognition a 
black artist was accorded. As far as Oceola was concerned it was illogi¬ 
cal to believe that art would break through the color barrier. 
Oceola hated most artists, too and the world art in French 
or English. If you wanted to play the piano or paint pictures 
or write books, go ahead! But why talk so much about it? Mont¬ 
parnasse was worse in that respect than the Village. And as 
for the cultured Negroes who were always saying art would break 
down color lines, art could save the race and prevent lynchings! 
Bunk!' said Oceola. 'My ma and pa both were artists when it came 
to making music, and the white folks ran them out of town for being 
dressed up in Alabama.'8 
Like Nancy Lee, Oceola expressed a strong sense of racial pride and 
she utilized her musical talent to display her pride. Oceola appreciated 
the emotionalism and abandonment demonstrated by Negroes in their dancing 
and their singing of spirituals. Oceola was well aware of the rich folk 
culture of the Negro people and loved their lack of inhibition and free 
^Langston Hughes, 'The Blues I'm Playing," The Wavs of White Folks 
(New Yorks Alfred A. Knopf, 1934), p. 109. 
8Ibid.« pp. 109-110. 
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spirit. 
In her playing of Negro folk music, Oceola never doctored it up, 
or filled it full of classical runs, or fancy falsities.... 
And when the night club would get up and dance to her blues, and 
Bricktop would yell, 'Hey! Hey! Oceola felt as happy as if she 
were performing a Chopin etude for the nicely gloved Oh's and 
Ah-ers in a Crillon salon.9 
Music, to Oceola, demanded movement and expression, dancing 
and living to go with it. She liked to teach, when she had the 
choir, the singing of those rhythmical Negro spirituals that 
possessed the power to pull colored folks out of their seats 
in the amen corner and make them prance and shout in the aisles 
for Jesus. She never liked those fashionable colored.1” 
Oceola and her patron had a difference of opinion when it came to the 
subject of combining music with the other aspects of her life. Her patron 
wanted Oceola to devote all of her time and energy to perfecting her musi¬ 
cal abilities to the exclusion of love and marriage. On the other hand, 
Oceola felt that after previous tour abroad with her patron, she had 
been away from her people much too long. Both Oceola and her husband to 
be wanted to be around their own people after they were married, 'I've 
been away from my own people too long...,' 'I want to live in the middle of 
them (Harlem) again.'^ These were Oceola's sentiments concerning her 
people. 
Oceola did not expect art to cause waves in race relations, whereas 
Nancy thought if blacks were recognized by whites on the basis of their 
individual merit this was a breakthrough by which certain rights would 
follow for blacks. Nancy's optimism can probably be attributed to her 
youth. Oceola's years of working experience had dulled her optimism and 
she looked for any type of salvation to be found in associating with her 
own people. 
^Ibid.. p. 110. 
10Ibid.. p. 111. 
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The story of ‘'Gumption" involves a plot within a plot. The primary 
plot is told by a married couple who related the tragic events of Mr. 
Oyster and his son Charlie. Although her name is not given, the verbal 
atacks by the wife in this story on her husband demonstrate her matriarchal 
character and sense of racial dignity and pride. Since the main theme of 
the story is "gumption" the initial "G" has been designated to refer to 
the female character who is co-narrator of this story. Mrs. "G" exempli¬ 
fies the quality which she terms "gumption" and respects the Oysters for 
possessing this atrtibute. 
In brief what has happened to the persons being discussed by our 
narrators is as follows: 
Mr. Oyster was an industrious man, who had had many odd jobs during 
his life time, all in an effort to see that his son would become better 
suited for jobs other than bellhopping, portering, etc. Mr. Oyster's son 
did at one time manage to secure bookkeeping training while in high school 
and consequently a benevolent owner of a coal yard hired Charlie as a 
bookkeeper. When the depression came Mr. Bartelson, the coal yard owner, 
went bankrupt and the son lost his job, thereby putting a stop to the steady 
income of the Oysters and their plans for buying a house. 
Charlie was not offered a job based on his work qualifications but 
offered only road work for WPA. Mr. Oyster was quite furious that this 
was the only type of job anyone would offer his son after his previous work 
experience. When the government did open up an office for white collar 
workers, and Charlie was flatly refused because he was black, Mr. Oyster 
should not accept this blatant act of discrimination. Oyster promptly 
went to the Government office demanding equal consideration of a job for 
his son because of his son's work qualifications. The police were summoned 
64 
and Oyster was beaten and hauled off to jail. Charlie angered by his 
father's treatment marched on the man who had had his father thrown out 
of this office and Charlie also wouhd up in jail. But both were freed 
soon after their imprisonment, but because they had "gumption" and had 
stood up for their rights and what they believed in, they were black¬ 
listed and the WPA would never hire them. 
Although the husband introduces Mr. Oyster and his son to the reader, 
it is his wife who passes judgement on her husband and their roomers for 
not being more industrious and who speaks in behalf of the down trodden 
Oysters. From her analysis of the incidents leading up to the Oysters' 
dire impoverishment because they do not qualify for relief, the reader 
gains insight into the values of Mrs. "G" and her character. Contrary to 
her husband's opinion that the Oysters were foolish in their actions, 
Mrs. "G" admires and respects what she calls their gumption. To Mrs. "G" 
gumption meant the Oysters' pride, self respect, and ambitiousness, and 
tenacious nature—when standing up to whites and being recognized for their 
beliefs and not being compromised. To Mrs. "G" gumption was something 
that even whites could not take away from you, gumption was the Oysters' 
main source of inspiration which kept them going. 
•They did have a few hours' work a mont,' I answered. 
'They messed up though.' 
'Messed up, you call heh?' My wife puts in, in her 
nervous way. 'Well, they got gumption, anyhow. They told 
them white folks up yonder in the office just what they 
thought of 'em. That's what they did.' 
'You can't eat gumption,' Jack remarked, which made 
my wife mad. 
'You can't eat sitting-around-on-your-rumpus, neither,' . 
she broke out, slaming her iron down on the white man's shirt... i 
| ^ 
Langston Hughes, "Gumption," Something in Common (New York: Hill 
and Wang, 1963), pp. 67-68. 
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Mrs. "G" became agitated by her husband's comment that the Oysters 
had jeopardized their chances to work in vain. But Mrs. "G" believed 
that the fact that the Oysters attempted to find some sort of work to 
support themselves, even if it was hauling trash, was significant. They 
had something far more important, they were proud people and fighters. 
'No but you can choke on shame!' my wife yelled, looking 
hard at Jack and me. 'I ain't never seen you all fighting for 
nothing yet. Lord knows you both bad enough off to go out and 
raise hell somewhere and get something!' She put the iron down 
with a bang. 'If I had a young boy, I'd want him to be like 
Oyster's son, and not take after none of you-sitting around 
behind the stove talking 'bout you can't live on gumption.' 
You can't live on it cause you ain't got none, that's why! 
Get up from behind the stove, get out o' here, both of you, and 
bring me something back I can use-bread, money, or a job, I 
don't care which. Get up and go! Scat!'13 
Gumption,, according to Mrs. "G" was the key to survival for the black 
man. It meant determination to overcome obstacles and surmount them be¬ 
cause of self preservation, as the Oysters were doing. Mrs. "G" ironed for 
whites in order to support herself and her husband when he lost his job 
during the depression. This was in keeping with her motto of working and 
fighting in order to survive. As Mrs. "G" perceived things it was not 
whether a person succeeded in a specific goal which was so important as 
it was to fight for a goal and keep on fighting, a trait Mrs. "G" ad¬ 
mired in the Oysters. Mrs. "G" definitely did not adhere to a defeatist 
attitude. Mrs. "G" admired Mr. Oyster and his son because they stood up 
for their rights and what they believed in, and likewise she stood up and 
argued quite effectively against her husband's insistence that you can't 
eat gumption. Mrs. "G's" admiration and respect for the Oysters was a 
reflection of her own values and priorities. 
13Ibid., p. 72» 
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Al 1 of the three stories address themselves to the subject of racial 
identity. Nancy Lee and Oceola both realized the uniqueness of their 
people, their rich folk culture. Nancy and Oceola differ on the impact 
blacks in the art world will have on the race relations in this country. 
Both are aware that they are operating within a discriminatory society. 
Nancy wishes to become integrated into the society at large, whereas 
Oceola chooses to return to a segregated black community where she believes 
her dreams will be realized. Mrs. "G" through her respect for the Oysters 
relates her sentiments on the obligation blacks should exercise among 
themselves, to stand up for their inalienable rights and justice and not 
be compromised. They all expressed a sense of dignity and pride in them¬ 
selves and their people. But Nancy appears to be the only one optimistic 
about the future of the black man in America. 
CHAPTER VI 
SUMMARY AND CONCLUSION 
This section of the thesis is devoted to sunmarizing the four cate¬ 
gories or types of women discussed in the body of this study. In addi¬ 
tion where overlapping traits between the different types exist, these 
will be discussed. With the exception of the women in the "Love Lorn" 
category, the majority of the women analyzed above exhibit forbearance. 
They demonstrate an exceptional amount of determination to survive in their 
environment. Also most of Hughes' women arouse sympathy on the part of the 
reader. 
Undoubtedly, the strongest black female type Hughes is a spokesman 
for is the Negro mother. As portrayed by Hughes, the Negro mother is the 
symbolic matriarchal figure. Not only does she sustain her own household, 
but as Hughes has portrayed her she has been the backbone of the Negro 
race. She has often times been the sole source of inspiration to her 
children and as such as nurtured future leaders of the Negro race. The 
Negro mother represents dignity and durability and fortitude. This is 
especially true of the mother in "Mother to Son," who instructs her son 
never to give up the fight for his rights. Also, the mother in the poem 
•The Negro Mother" instructs her children to continue the fight for their 
human, social, and political rights. The dignity and pride that the Negro 
mother possesses and tries to instill in her children is demonstrated by 
Hattie Gutierrez in "Spanish Blood." The interest of the Negro mother in 
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the general welfare of her children is exemplified most vividly by Coralee 
Lewis in "Father and Son." Coralee has used her powers of persuasion to 
make sure that all five of her children by Colonel Norwood were educated 
and at least had a starting chance to improve their conditions over that 
of their MOTHER. These are the attributes which Langston Hughes chose to 
emphasize in his portrayal of the Negro mother. 
Those in the "Love Lorn" category as Hughes portrayed them appear as 
vulnerable, gullible, and rather weak individuals. They are victimized 
by the men they have fallen in love with and they do not exercise the 
stamina to face their loss. Instead they have a defeatist attitude toward 
life when faced with the loss of their lover. Rarely are they aware of 
their environment outside of their love relationships. "Gal's Cry For 
a Dying Lover," "Song For a Dark Gril," and "The Gun" are the only select¬ 
ions that offer social implications. Because of their rather narrow per¬ 
spectives and gullibility the women in this category evoke little sympathy. 
On the other hand those young women who became prostitutes for the most 
part arouse the sympathy of the reader because they were thrust into their 
positions as a result of economic circumstances. 
The Negro prostitute is not the vcitim of a single individual, but she 
is a product of her environment. The women usually turned to prostitution 
out of necessity, a necessity to improve their economic standing. Since 
Hughes does describe effectively the physical hazards of prostitution, the 
defeatist attitude demonstrated by some of the prostitutes, is not out of 
character. 
The chapter entitled "Black Females' Views on Racial Pride" includes 
women who have a deep appreciation for their own people. They are fully 
aware of the discriminatory practices of the American society and express 
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definite views on their environment. 
Although the categories analyzed in this study vary from category to 
the other, they do exhibit overlapping traits and attitudes. The Negro 
mother is not the only category that includes the matriarchal figure. 
The mothers in "The Negro Mother," and "Mother to Son" try to instill in 
their children an attitude necessary for the black man's survival, forti¬ 
tude and the stamina to perservere. Likewise this is a quality of the 
wife in "Gumption" admired about the Oyster family. She expressed the 
wish that if she had a son she would want him to stand up for his rights 
just as Charlie Oyster had. The prostitute in "Sailor Ashore" also expres¬ 
sed the same desire that black men and black people as a whole should stand 
up for their rights and not stand idly by and compalin. 
Another characteristic which these women commonly possess is their 
awareness of the milieu of which they are a product. The majority of the 
prostitutes are victims of the racial discrimination that exists in America. 
They have turned to prostitution out of economic necessity. The Negro 
mother tries to prepare her children for the obstacles that will be placed 
in their path because they are black. They try to make their children re¬ 
alize the black man's position in America so they will be better equipped 
to defend themselves and cope with the outside world. The mothers depicted 
in "Mother to Son" and "Spanish Blood" are prime examples. 
With the exception of the women in the "Love Lorn" category and the 
prostitutes who exhibit a defeatist attitude, all of the women portrayed 
by Hughes are strong forceful women. The Negro mother, especially, has 
certain convictions and beliefs and she tries to stand by her convictions 
regardless of outside pressure. The classic example is Cora Jenkins in 
"Cora Unashamed." Hughes has treated the majority of the women sympathe- 
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tically and with dignity. For the most part obstacles have been placed 
in their way but they have been able to surmount these obstacles or at 
least cope with the pitfalls placed before them. The exceptions are the 
women in the "Love Lorn" category and the prostitutes with a defeatist 
and pessimistic outlook on their future. Hughes has not tryed to portray 
a one-sided picture of his women but he has treated their faults as well 
as their good points. 
BIBLIOGRAPHY 
Works and Articles By Langston Hughes 
I. Poetry 
Hughes, Langston. The Dreamkeeper and Other Poems. New Yorks Alfred 
A. Knopf, 1932. 
/ Fine Clothes To The Jew. New York: Alfred A. Knopf, 1927• 
. The Negro Mother. New York: Golden Stair Press, 1931. 
. Shakespeare in Harlem. New York: Alfred A. Knopf, 1942. 
. The Weary Blues. New York: Alfred A. Knopf, 1926. 
II. Short Stories 
Hughes, Langston. Something in Common and Other Stories. New York: 
Hill and Wang, 19^3» 
. The Ways_ofWhite Folks. New York: Alfred A. Knopf, 1934. 
III. Articles 
Hughes, Langston. "My Adventures As a Social Poet." Phylon, VIII 
(Third Quarter, 1947), 205-212. 
 . "The Neqro Artist and the Racial Mountain." Nation. CXXII 
(June 23, 1926), 692-694. 
Books and Articles About Langston Hughes 
Bardolph, Richard. The Negro Vanguard. New York: Rinehart, 1959. 
Bone, Robert A. The Neqro Novel in America. New Haven: Yale University 
Press, 1958. 
Bontemps, Arna. "The Harlem Renaissance." Saturday Review of Literature, 
XXX (March 22, 1947), 12-13, 44. 




Brawley, Benjamin. 'The Negro Literary Renaissance." Southern Workman, 
LVI (April, 1927), 177-180. 
Brown, Sterling A. The Negro in American Fiction. Washington, D. C.ï 
Tje Associates in Negro Folk Education, 1937. 
Cartey, Wilfred. "Four Shadows of Harlem." Negro Digest, XVIII 
(August, 1969), 22-25J 83-92. 
Cook, Mercer; Henderson, Stephen. The Militant Black Writer in Africa 
and the United States. Madison: The University of Wisconsin Press. 
TW.  
Davis, Allison. "Our Negro Intellectuals." Crisis. XXXV (August, 1928), 
268-269. 
Davis, Arthur. "The Harlem of Langston Hughes' Poetry." Phylon, XIII 
(Winter, 1952), 276-283. 
Dickinson, Donald C. A Bio-Bibliography of Langston Hughes. 1902-1967. 
Hamden, Connecticut: Archon Books, The Shoe String Press, Inc., 
1967. 
Du Bois, W. E. B.; Locke, Alain. "The Younger Literary Movemen." 
Crisis. XXVII (February, 1924), I6I-I63. 
Emanuel, James A. 'The Short Stories of Langston Hughes." Unpublished 
Ph.D. Dissertation, Columbia University, 1962. 
. Langston Hughes. New York: Twayne Publishers, Inc., 1967. 
; Gross, Theodore L. Dark Symphony: Negro Literature in 
America. New York: The Free Press, 1968. 
Gloster, Hugh M. Negro Voices in American Fiction. Chapel Hill: Univer¬ 
sity of North Carolina Press, 1948, 
Locke, Alain. "Common Clay and Poetry." Saturday Review of Literature, 
(April 9, 1927), 712. 
MacLeod, Norman. "The Poetry and Arqument of Langston Hughes." Crisis. 
XLV (November, 1939), 358-359. 
Morris, Lloyd. 'The Negro 'Renaissance.'" Southern Workman, LIX (Febru¬ 
ary, 1930), 82-86. 
01Daniel, Therman B., ed. Langston Hughes: Black Genius. New York: 
William Morrow and Company, Inc., 1971. 
Pressley, James. "The American Dream of Langston Hughes." Southwest 
Review, XLVIII (Autumn, 1963), 380-386. 
Redding, Saunders. To Make A Poet Black. Chapel Hill: University of 
North Carolina Press, 1930. 
73 
Thurman, Wallace. "Negro Poets and Their Poetry." The Bookman. LXVII 
(July, 1928), 555-561. 
Winslow, Vernon. "Negro Art and the Depression." Opportunity. XIX 
(February, 1951), 40-42j 62-63. 
Reviews—Poetry 
The Dreamkeeper and Other Poems 
Benet, William Rose. Saturday Review of Literature. November 12, 1932, 
241. 
Eaton, A. T. New York Times, July 17, 1932, 13» 
Fine Clothes to The Jew 
The Crisis, March, 1927, 20. 
Gorman, Harry S. New York Times, March 27, 1927, 2. 
Heyward, DuBose. New York Herald Tribune Books, February 20, 1927, 5« 
Larkin, Margaret. Opportunity. March, 1927, 84-85. 
Miles, Abbe. New Republic, June 8, 1927, 77. 
Potamkin, Harry. Nation, April 13, 1927, 403. 
Shakespeare in Harlem 
Colum, M. M. New York Times, March 22, 1942, 9. 
Dodson, Owen. Phylon, Fall, 1942, 337-338. 
Hays, H. H. Poetry, July, 1942, 223-224. 
Kreymborg, Alfred. Saturday Review of Literature, April 25, 1942, 9* 
Nation, August 8, 1942, 119. 
The Weary Blues 
Cullen, Countee. Opportunity, February, 1926, 73-74. 
Fauset, Jessie. The Crisis, March 1926, 239. 
Heyward, Du Bose. New York Herald Tribune Books, August 1, 1926, 4. 
New York Times, March 21, 1926, 6; 16. 
74 
Sargeant, E. S. New Republic, May 12, 1926, 371-372. 
Anderson, Sherwood. Nation, July 11, 1934, 49. 
Gannett, Lewis. New York Herald Tribune Books. June 27, 1934, 15. 
Gruening, Martha. New Republic, September 5# 1934, 108. 
Locke, Alain. Survey Graphic, November, 1934, 565. 
Loggins, Vernon. Saturday Review of Literature, July 14, 1934, 804. 
